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CHAPTER I  
INTRODUCTION
S in ce  th e  p u b l ic a t io n  i n  196? o f  Cambio de p i e l  by C arlos 
P u e n te s , th e  novel has s u f f e re d  from a la c k  o f  o b je c t iv e  c r i t i c a l  
a n a ly s is .   ̂ Because i t  vas w r i t t e n  by one o f  th e  best-know n L a tin  Amer­
ic a n  w r i te r s  o f  to d a y , th e  book does d ese rv e  s e r io u s  c o n s id e ra tio n  and 
e v a lu a t io n . W hile th e  no v e l has c re a te d  much c o n tro v e rsy  in  Mexico and 
ab ro ad , few c r i t i c s  seem f u l l y  aware o f  i t s  im p lic a t io n s .
A lthough s im p l ic i ty  i s  n o t a  v a l id  c r i t e r i a  o f  a r t i s t i c  m e r i t ,  
m ary c r i t i c s  have d en ied  th e  e x c e lle n c e  o f  Cambio de p i e l  because i t  i s  
a  d i f f i c u l t  book to  comprehend. I t  i s  a  complex and demanding novel 
t h a t  th e  r e a d e r  must d e c ip h e r , r e r e a d ,  and m e d ita te  in  o rd e r to  appre­
c i a t e .  The n o v e l i s t i c  s t r u c tu r e  o f  t h i s  work i s  in v e r te d  and fragm ented; 
th u s  th e  s t r u c tu r e  i t s e l f  se rv e s  to  augment th e  t o t a l  e f f e c t  o f  complex­
i t y .  I t  i s  t h i s  v ery  com plex ity  which has caused  many c r i t i c s  to  under­
e s t im a te  th e  work and ov erlo o k  i t s  s ig n i f ic a n c e .  Among th e  c r i t ic is m s  
a r e  th e s e  s ta tem e n ts  t h a t  th e  n o v e l i s  " . . .  f a t ig o s o ,  de liberadam ente  
o s c u ro ,” ("Nuevo l i b r o  de P u e n te s ,"  E l U n iv e rs a l , "R ev is ta  de l a  Semana," 
O ctober 2 2 , 1967, p . 3) and t h a t  "Un te d io  espeso  invade a l  l e c t o r  desde 
l a s  p rim era s  pag in as  y  te rm in a r la  de l e e r  s ig n i f i c a  una p ro eza  de co n stan - 
c i a  . . .  "  ("O tra  m ala n ove la  de C. P u e n te s ,"  D iners Club de M exico, No. 39, 
F e b ru a ry , 1968, p . 52 ). One c r i t i c  w r i te s  t h a t  th e  novel shou ld  n o t be 
ta k e n  s e r io u s ly  f o r  i t  i s  f u l l  o f  t r i c k s  " . . .  and th e se  t r i c k s  p lay
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t r i c k s  on t r i c k s . "  ("Volkswagen o f  P o o ls ,"  Time, Ho. 91» ^» Jan u ary  26,
1968 , p . 8 0 ).
Some o f  th e se  c r i t ic i s m s  may he t r u e  and y e t  th e y  do n o t deny th e  
m e rit o f  th e  work. The purpose o f  t h i s  s tu d y  w i l l  he to  examine what P u e n te s '
l i t e r a r y  g o a ls  were and to  what degree th e s e  g o a ls  were o b ta in ed  i n  Cambio
de p i e l .
The a u th o r o f  t h i s  novel i s  one o f  th e  most p r o l i f i c  and c o n tro ­
v e r s i a l  p e r s o n a l i t i e s  o f  L a tin  American l e t t e r s  to d ay . With th e  I 968 
p u b l ic a t io n  o f  ^  re g io n  mas t r a n s p a r e n te , h i s  r e p u ta t io n  as a  m ajor Mexican 
n o v e l i s t  was e s ta b l is h e d  and each  subsequen t work has been w idely  re a d  in  
h is  n a t iv e  coun try  and ab road .
Bom  i n  Mexico C ity  in  1928, P uen tes i s  v i r t u a l l y  a  l iv in g  encyclo­
p e d ia  o f  contem porary W estern c u l tu r e .  Many o f  th e  g r e a t  names o f  Spanish 
American l i t e r a t u r e —b o th  h i s t o r i c a l l y  and c u r re n t ly —have sp en t p a r t  o f 
t h e i r  l i v e s  o u ts id e  o f  t h e i r  c o u n t r ie s , and Puentes i s  no ex ce p tio n . The
son  o f  a  Mexican d ip lo m a t, he l iv e d  and s tu d ie d  in  W ashington, Rio de J a n e iro ,
Buenos A ire s ,  S a n tia g o , and Geneva as a  yo u th  and h is  l a t e r  t r a v e l s  have 
ex tended  t o  m yriad o th e r  W estern c i t i e s .  From t h i s  cosm opolitan  p e r s p e c t iv e , 
P u en tes view s h is  Mexico and e lo q u e n tly  se rv e s  as a  c r i t i c a l  conscience  fo r  
h i s  c o u n try . "Es una manera que so lo  e l  a r t i s t a  puede c o n seg u ir: echar
r a f c e s  a  l a  d is ta n c ia  so b re  l a  p ro p ia  t i e r r a . "  (" S itu a c io n  d e l e s c r i t o r  en 
America L a t in a ,"  Mundo Nuevo, No. 1 ,  p . 9 ) .  He now p re f e r s  to  l i v e  ab road ,
"  . . .  a  r e s p i r a r  a i r e  p u ro , a tom ar p e r s p e c t iv e s ."  (" S itu a c io n  d e l  e s c r i t o r  
en  Am erica L a t in a ,"  p . 6 ) .
W hile ^  re g io n  mas t r a n s p a r e n te , which c o n s t i tu te d  P u e n te s ' debut 
as a  n o v e l i s t ,  in c o rp o ra te d  new l i t e r a r y  te c h n iq u e s , t h i s  work was fo llow ed  
th e  n ex t y e a r  by Las buenas c o n c ie n c ia s , a  t r a d i t i o n a l l y  s t r u c tu r e d  novel 
d e a lin g  w ith  p r o v in c ia l  Mexican l i f e .  L i te r a r y  in n o v a tio n s  abound in  La 
m uerte de Artemio Cruz (1 962 ) ,  a  document o f  p o s t- re v o lu tio n a ry  Mexico.
3
The same y e a r  w itn e ssed  th e  p u b l ic a t io n  o f  A ura, a  b r i e f  n o v e le t te  o f  60 
pages which e x h ib i ts  s t i l l  g r e a te r  conç>lexity. His m ost te c h n ic a l ly  com­
p le x  w ork, Cambio de p i e l . was f i r s t  p u b lish e d  in  th e  summer o f  I 967 and 
i s  a lre a d y  en jo y in g  i t s  fo u r th  p r in t in g .  I t  has been  w ide ly  t r a n s la t e d  and 
i s  w e ll  known in  Europe. This n o v e l was th e n  fo llow ed  by two b r i e f  w orks: 
Cumpleanos and Zona s a g ra d a . A p ro g re s s iv e  e v o lu tio n  o f  modem l i t e r a r y  
te ch n iq u es  i s  e v id en t in  h is  work.
P uen tes i s  n o t co n fin ed  to  one g e n re , however. He has p u b lish ed  
two c o l le c t io n s  o f  s h o r t  s t o r i e s :  Los d ia s  enm ascarados (l9 5 ^ ) and C antar
de c iegos ' (196U). Nor a re  h is  t a l e n t s  l im i te d  to  th e  f i e l d  o f  n a r r a t io n .
He i s  a  p r o l i f i c  l i t e r a r y  c r i t i c  as w itn e sse d  by th e  sco re s  o f  a r t i c l e s  he 
r e g u la r ly  c o n tr ib u te s  to  p e r io d ic a ls  and newspapers th ro u g h o u t th e  w orld .
As one o f  h is  b ib l io g ra p h e rs  w r i t e s ,  P uentes in  th e  p a s t  two decades has 
” . . .  p roduced o ver one hundred a r t i c l e s  on d iv e rs e  to p ic s :  l i t e r a r y ,  a r t ,  
and m otion p ic tu r e  c r i t i c i s m ;  c u r re n t  ev en ts  ; and a  w ide range o f  g e n e ra l 
c u l t u r a l ,  p o l i t i c a l ,  and economic s u b je c ts .  Keeping up to  d a te  on P u e n te s ' 
b ib lio g ra p h y  i s  an overwhelming ta s k  s in c e  one i s  l i k e l y  to  f in d  h is  p ie c e s  
in  such v a r ie d  jo u rn a ls  as L ife  en e sp a n o l, Mito (B ogo ta), Mundo Nuevo 
( P a r i s ) ,  H o liday , Show, Commentary, Book Week, PMLA, and even VogueI " 
(R ichard  M. Reeve, rev iew  o f  La nueva n ovela  h ispanoam ericana  by C arlos 
P u en tes , H isp a n ia , No. 53, May, 1970, p . 347).
H is ex p erien ce  w ith  cinem atography c o n s t i tu te s  an e x c i t in g  s tu d y  in  
i t s e l f ;  an  a d ap tio n  o f  Juan  R u lfo 's  Pedro Paramo i s  among h is  achievem ents 
in  t h i s  f i e l d .  C inem atic p r a c t ic e s  abound in  h is  works and c le a r ly  r e f l e c t  
h is  d e s ir e  to  u t i l i z e  a l l  th e  te ch n iq u es  a v a i la b le  to  an a r t i s t  to d a y . The 
y e a r 1970 w itn e ssed  P u e n te s ' debu t as a  p la y w rig h t; h i s  p lay s  E l tu e r to  es 
re y  and Todos lo s  g a to s  son pardos were b o th  perform ed d u rin g  th e  y e a r .
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P o e try , th e n ,  seems to  be th e  o n ly  genre which t h i s  a u th o r has 
n o t c u l t iv a te d ,  n o r does he w r i te  l i t e r a r y  c r i t i c i s m  o f  p o e try . Yet 
h is  re c o rd  shows t h a t  he has proven h im se lf  as a  v a r ie d  a r t i s t  in  th e  
n o v e l, s h o r t  s to r y ,  e s s a y , drama, and cinem a. The essen ce  o f  h is  work 
f a i l s  to  evoke a  f e e l in g  o f  com passion in  th e  r e a d e r ,  f o r  Puentes i s  
p ro found ly  aware o f  th e  f o l l i e s  and s t u p id i t i e s  o f  o u r tim e . He i s  an 
a r t i s t  who u n d ers tan d s h is  e ra  w e l l ,  and he knows t h a t  mankind—and Mexico— 
needs a  scourge r a th e r  th a n  a  p a c i f i e r .  He employs n e a r ly  every  tech n iq u e  
and genre  a v a i la b le  to  him to  communicate h is  keen o b se rv a tio n s  and em otions. 
But he i s  most a c t iv e  in  th e  f i e l d  o f  th e  n o v e l, f o r  he ag rees w ith  J .  M. 
Domenach t h a t  th e  p re s e n t  m a ste rp ieces  o f  th e  L a tin  American novel a re  
" . . .  ' l a s  m ito lo g ia s  s in  nombre . . .  anuncio  de n u e s tro  p o rv e n ir* ."
(C arlos P uen tes quo tes J .  M. Domenach, La nueva n o v e la  h ispanoam ericana ,
2d e d . ; p . 9 8 )•
THEORY OF THE NOVEL
In  1969 abou t a  dozen o f  P u e n te s ' essays o f l i t e r a r y  c r i t i c i s m  
were com piled and p u b lish e d  in  l a  nueva n o v e la  h ispanoam ericana . A nother 
c o l le c t io n  o f  l i t e r a r y  essay s  was p u b lish e d  a  y e a r l a t e r  e n t i t l e d  Casa 
con dds p u e r ta s . The c r i t i c a l  c o n s id e ra tio n  w ith  which he has c o n s ta n tly  
weighed th e  works o f  o th e r  a u th o rs  i s  r e f l e c te d  i n  th e  o b je c tiv e  p ro fe s ­
s io n a lism  o f  h is  own w orks, and has undoubtedly  a id ed  in  th e  m aturing  o f 
h i s  a r t .  C arlos P uen tes i s  a  l i t e r a r y  th e o r e t ic ia n .  In  a ttem p tin g  to  
e v a lu a te  a  work by him , th e n , h is  th e o ry  o f  th e  nove l must be co n sid e red  
f i r s t .
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The view s ex p ressed  in  La nueva n o v e la  h ispanoam ericana a re  
e s p e c ia l ly  r e le v a n t ;  an exam ination  o f  th e s e  should  shed g re a t  l i g h t  
on an u n d e rs tan d in g  o f  th e  novel be in g  c o n sid e red  in  t h i s  t h e s i s .  Cambio 
de p i  e l  i s  a  c r i t i c i s m  o f  th e  t r a d i t i o n a l ,  bou rg eo is  novel and th e  s o c ie ty  
w hich i t  r e f l e c t s .  Puen tes observes t h a t  th e  L a tin  American novel was 
p reo ccu p ied  w ith  1^  n a tu r a le z a , and l i t e r a r y  c r e a t i v i t y  re c e iv e d  l i t t l e  
o th e r  in ^ e tu s : ” . . .  se  lo s  t ra g o  l a  m ontana, se  lo s  tra g o  l a  pampa, se
lo s  tra g o  l a  m ina, se  lo s  t r a g o  e l  r i o . "  (La nueva n o v e la , p . 9 ) .  From
t h i s  e ra  evo lved  th e  l i t e r a r y  c o n f l i c t  o f  c iv i l i z a c io n  v ersu s  a  b a rb a r ie  
which s t i f l e d  c r e a t i v i t y .  This s t ru g g le  seemed in c ap a b le  o f  re so lv in g  
i t s e l f ,  and th e  n o v e l was caught i n  th e  s t a t i c  r e f l e c t io n s  o f  n a tu ra lism , 
a  sch o o l which sought o n ly  t o  d e sc r ib e  r e a l i t y  and n o t to  a f f e c t  i t .
But w ith in  t h i s  r e f l e c t i o n  o f  r e a l i t y ,  d ic ta to r s  and th e  e x p lo ite d  
masses became ev e r in c re a s in g ly  n o tic e a b le  and th e  w r i te r  found h im se lf 
o b lig e d  to  denounce t h i s  i n j u s t i c e ,  defend ing  th e  e x p lo ite d  and documenting 
th e  r e a l i t y  o f  h is  c o u n try . The novel th e n  had th e  purpose .of im proving th e
JLot o f  th e  E cuadorian  fa rm er o r  th e 'B o l iv ia n  m iner. (La nueva n o v e la , p . 12),
The tw e n tie th  c e n tu ry , how ever, w itn e sse d  a change from th e se  
r e l a t i v e l y  c le a r - c u t  c o n f l i c t s  to  a  d i a l e c t i c  com plexity  th a t  demanded new 
approaches and new l i t e r a r y  te ch n iq u es  to  ex p ress  and ex p lo re  th e  new r e a l ­
i t y .  When in d u s t r ia l i s m ,  a l ie n a t io n  and s o c i ^  re v o lu tio n  began to  a f f e c t  
th e  L a t in  American scene w ith  ev e r in c re a s in g  r a p i d i t y ,  th e  t r a d i t i o n a l  
n o v e l  was seen  to  be  a  s t a t i c  form w ith in  a  s t a t i c  s o c ie ty  which re fu se d  to  
re c o g n ize  th e s e  changes and t h e i r  im p lic a t io n s . (La nueva n o v e la , p .  1 3 ).
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The novel was to o  hound by th e  im m ediate r e a l i t y  and could  only  r e f l e c t  
i t .  "E sta  r e a l id a d  in m ed ia ta  ex ig e  una lu c h a  p a ra  s e r  cambiada . . .  " (La 
nueva n o v e la , p . l 4 ) .  This lu c h a  was in tro d u c e d  in to  L a tin  America by th e  
Mexican re v o lu tio n  whose novels  " . . .  p o r encima de sus p o s ib le s  d e fec to s  
te c n ic o s  y  a  p e sa r  de su  l a s t r e  docum ental, in tro d u ce n  una n o ta  o r ig in a l  
en l a  novela  h ispanoam ericana: in tro d u ce n  l a  am biguedad." (La nueva n o v e la ,
p . 1 5 ). And Fuentes adds th a t  in  th e  nove ls  Pedro Paramo and Al f i l o  d e l 
agua, t h i s  am biguity  was in c o rp o ra te d  in to  a  u n iv e r s a l  co n tex t f o r  th e  f i r s t  
tim e .
In  L a tin  America th e re  has t r a d i t i o n a l l y  been a  c o n f l i c t  between 
pure  l i t e r a t u r e  and so c ia lly -co m m itted  l i t e r a t u r e ;  th e  d is ta n c e  betw een th e  
two i s  now growing s m a l le r ,  as e v id e n t in  Cambio de p i e l . S o c ia l c r i t i c i s m  
i s  im p lied  th roughou t th e  n o v e l, b u t th e  c r i t i c i s m  i s  im p l ic i t  r a th e r  th a n  
e x p l i c i t .  Thus Fuentes avoids th e  open p ro pagand iz ing  and e x p l i c i t  
m o ra liz in g  th a t  mars many p rev io u s  nove ls  o f  L a tin  A m erica, such as th e  
s o -c a l le d  n ovela  de t e s i s .
W hile L a tin  America i s  now ex p e rien c in g  an e v o lu tio n  o f  th e  n o v e l, 
some c r i t i c s  a la rm in g ly  r e f e r  to  th e  s o - c a l le d  in te r n a t io n a l  c r i s i s  o f  th e  
n o v e l. Fuentes c i t e s  th e  I t a l i a n  A lb e rto  M orav ia 's  s ta tem en t t h a t  "E l 
n o v e l i s ta ,  desnudo en medio de l a  decadencia  de su  a r t e —p a re ja  a l a  decaden- 
c ia  d e l mundo b u rgués que lo  n u t r io — so lo  p o d r ia  s e r  e l  t e s t ig o  de e sa  
decadencia  . . .  " (La nueva n o v e la , p . 1 7 ). F u e n te s , however, has no in te n ­
t io n  o f  s ta n d in g  by as a  w itn e ss  to  th e  demise o f th e  n o v e l, f o r  t h i s  would 
mean u l t im a te ly  w itn e ss in g  th e  demise o f  in d iv id u a l  l i b e r t y  and c r e a t i v i t y ,  
ceded to  th e  s t ru c tu re d  bou rg eo is  w orld  o f  in d u s t r i a l i z a t i o n .  Fuentes and 
many o f  h is  fe llo w  L a tin  American w r i te r s  f e e l  to o  g re a t  a  r e s p o n s ib i l i ty
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to  h tm an ity  to  a llow  t h i s , so th e y  ta k e  an a c t iv e  r o le  in  th e  r e s u s c i ­
t a t i o n  o f th e  n o v e l. The n o v e l w i l l  n o t d i e ,  b u t i t s  bourgeo is  form w i l l ,  
acco rd ing  to  F u e n te s : " . . .  l a  m uerte d e l rea lism o  burgues so lo  anuncia 
e l  advenim iento  de una r e a l id a d  l i t e r a r i a  mucho mas p o d e ro sa ."  (La nueva 
n o v e la , p . 1 7 ).
This r e a l i t y  i s  c u r r e n t ly  b e in g  ex p ressed  " . . .  en l a  capacidad  
p a ra  e n c o n tra r  y l e v a n ta r  sob re  un le n g u a je  lo s  m itos y la s  p ro fe s ia s  
de una epoca cuyo w erdadero s e l l o  no es l a  d ico tom ia  c a p ita lism o -  
so c ia lism o , s in o  una suma de hechos—f r i o s ,  m a ra v il lo s o s , c o n t r a d ic to r ie s ,  
in é lu c ta b le s ,  nuevamente l i b e r t a r i o s ,  nuevamente en a je n a n te s— que 
rea lm en te  e s ta n  transform ando  l a  v id a  en la s  sociedades in d u s t r ia le s :  
au to m a tiza c io n , e le c t r o n ic a ,  uso  p a c if ic o  de l a  e n e rg ia  a to m ica ."  (La 
nueva n o v e la , p . l 8 ) .  Contenç)orary n o v e l is ts  who a re  making m eaningful 
c o n tr ib u tio n s  to  t h i s  new c re a t io n  a re  r e tu rn in g  to  th e  p o e tic  ro o ts  o f 
th e  n o v e l, u t i l i z i n g  language and s t r u c tu r e  to  in v e n t a  second p a r a l l e l  
r e a l i t y  which a llow s space f o r  3 ^  r e a l  th rough  th e  use o f  myth.
The in s p i r a t io n  f o r  t h i s  th e s i s  i s  F u e n te s ' s ta tem en t t h a t  
^Boy . . .  l a  n o v e la  es m ito , le n g u a je  y  e s t r u c t u r a .” (La nueva n o v e la , 
p .  2 0 ). The bou rg eo is  no v e l f a i l e d  due to  i t s  in c a p a c ity  to  c re a te  
renew able n y th s , and man must have myths o r  a s o c ie ty  which w i l l  a llow  
him  th e  p o s s i b i l i t y  o f  u s e f u l  n^rkhic c re a t io n .  L a tin  American n o v e l is ts  
a r e  engaged in  overcoming t h i s  c r i s i s  o f  th e  bou rg eo is  novel by p o s i t in g  
i n  i t s  p la c e  a  new n o v e l t h a t  i s  capab le  o f  c re a t in g  a f i c t i o n  which 
e x p lo re s  new w o rld s , new p o s s i b i l i t i e s ,  and new n y th s . M iguel Angel 
A s tu ria s  and G a b rie l G arc ia  Marquez a re  two w r i te r s  who have overcome 
th e  l im i ta t io n s  o f  an opaque r e a l i t y  and made i t  t r a n s p a re n t  by employing 
myth and language .
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B esides th e  absence o f  a  v ia b le  m ythology, F uentes adds th a t  th e  
new L a tin  American w r i t e r  n o tic e s  " l a  f a l t a  de un lenguage" and fo r  him , 
" In v e n ta r  un le n g u a je  es d e c i r  todo  lo  que l a  h i s t o r i a  ha c a l la d o . . . .  E s ta
re s u r re c c io n  d e l le n g u a je  p e rd id o  ex ige  una d iv e rs id a d  de ex p lo rac io n es
v e rb a le s  que, hoy p o r hoy , es uno de lo s  s ignos de s a lu d  de l a  novela  
la t in o a m e r ic a n a ." (La nueva n o v e la , p . 3 0 ). Fuentes h im se lf in  Cambio de 
p i è l  makes g r e a t  use o f  s la n g —th e  most v i t a l  form o f  any language—and o f  
fo re ig n  words and e x p re ss io n s  to  g iv e  new p o te n t ia l  t o  th e  C a s t i l ia n  language 
which was imposed upon Mexicans by t h e i r  Spanish conquerors and which has 
now p e t r i f i e d  in to  th e  language o f  th e  b o u rg eo is .
The t r a d i t i o n a l  no v e l i s  seen  by Fuentes as a  synchron ic  g en re , 
f o r  i t  r e f l e c t s  an e s ta b l is h e d  o rd e r  and an unchanging s t ru c tu re d  h ie ra rc h y .
The new n o v e l, on th e  o th e r  hand , i s  a  d ia ch ro n ic  genre  which opposes th e  
synchron ic  by c r e a t in g  a d is o rd e r  in s te a d  o f  a  s t r u c tu r e ,  a  d is o rd e r  out 
o f  which can a r i s e  a  new o rd e r ,  a  change, a  p ro c e s s , a  prom ise : "El
le n g u a je , en suma, de l a  ambiguedad; de l a  p lu r a l id a d  de s i 'g n if ic a d o s ,
de l a  c o n s te la c io n  de a lu s io n e s :  de l a  a p e r tu ra ."  (La nueva n o v e la , p . 3 2 ).
On th e  one s id e ,  th e n , i s  th e  synchron ic  q u a l i ty  o f  th e  t r a d i t i o n a l  
no v e l which i s  s t r u c tu r e d ,  an o rd e re d  system . On th e  o th e r  s id e  i s  th e  
anachronous q u a l i ty — th e  te n ^ o ra l  and s p a t i a l  com plexity—o f  th e  new n o v e l, 
which p o s i t s  change and p ro c e ss . Through l a  p a la b r a , th e se  two can be 
fu sed  to  c r e a te  a  new p o s s i b i l i t y ,  a  c r e a t iv e  s y n th e s is .  In  Cambio de p i e l , 
Fuentes c r e a te s  a  s t r u c tu r e  and th e n  p u ts  i t  in  c o n f l i c t  w ith  p ro c e s s , to  
c re a te  a  te n s io n  betw een th e  tw o. He has c re a te d  a c o n fro n ta tio n  o f change 
and s t r u c t u r e , re n o v a tio n  and t r a d i t i o n  by means o f  I n  p a la b ra  and el^ le n g u a je .
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Thus Cambio de p i e l  i s  a  no v e l which would n o t e x i s t  w ith o u t th e  elem ent 
o f  language as a  p ro ta g o n is t .  Language re p re s e n ts  th e  c h a o tic  l i b e r t y  
o f  th e  new "open" n o v e l.
F uen tes says t h a t  l i t e r a r y  works shou ld  le a d  from one f i e l d  to  
a n o th e r , prom ise a  new r e a l i t y  o r  e x p lo ra tio n  o f lo  r e a l . "Nunca he 
o cu ltad o  mi desden p o r l a s  obras c e r r a d a s , de p re te n d id a  a u to s u f ic ie n c ia  
y  de seg u ra  red u c c io n . Son lo s  coagulos— e l  av iso  de m uerte—de l a  
c ir c u la c io n  c u l t u r a l . "  (La nueva n o v e la , p . 1j9 ) .
I t  i s  a new n a r r a t iv e  t o t a l i t y  when th e  f i c t i o n  f i c t io n a l i z e s  
%
i t s e l f ,  by means o f  a  language which i s  a  r e f l e c t i o n  o f  lan g u ag e . Fuentes 
i s  n o t sim ply  t r y in g  f o r  n o v e lty ;  he i s  t r y in g  to  r e v i t a l i z e  th e  novel 
a r t  by su g g es tin g  new p o s s i b i l i t i e s  and new r e s p o n s i b i l i t i e s .  The novel 
has p a ssed  from  a work t h a t  i s  made b e fo re  hand to  a  work t h a t  i s  be ing  
made as we re a d  i t :  "Term inado, e l  l i b r o  em pieza.
Cambio de p i e l  i s  an open-ended work. The second r e a l i t y  o f  
t h i s  book b eg in s  upon te rm in a tin g  th e  f i r s t .  When th e  re a d e r  r e a l iz e s  
t h a t  Freddy th e  n a r ra to r-p e rso n a g e  i s  a ls o  Freddy th e  "demented" au th o r 
th e  book b eg in s  a g a in , once h is  d u a l i ty  has been th o ro u g h ly  re v e a le d . In  
t h i s  way Cambio de p i e l  resem bles Cien aüos de so led ad  when " . . .  M elquiades, 
cuya a p a r ic io n  como p e rs o n a je , c ie n  anos a n te s ,  r é s u l t a  id ê n t ic a  a  su  
re v e la c io n  como n a r ra d o r ,  c ie n  anos d e sp u és ."  (La nueva n o v e la , p . 59).
What Fuentes c a l l s  th e  s t r u c tu r e  o r  o rd e red  h ie ra rc h y  o f  language 
i s  n o t t o t a l l y  se p a ra b le  from  n o v e l i s t i c  s t r u c tu r e ,  e s p e c ia l ly  in  th e  new 
n o v e l. A d i s t i n c t io n  can be made betw een th e  two f o r  th e  purpose o f  a n a ly s is
^C arlo s F u e n te s , Cambio de p i e l , Uth ed . (Mexico C ity : E d i to r ia l  
Jo aq u in  M o rtiz , 1971)» p . 9- Subsequent re fe re n c e s  to  th e  e d i t io n  w i l l  
appear in  th e  t e x t .
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■biït th e y  a r e  i n t e g r a l l y  r e l a t e d  and do complement each o th e r .  In  
Camhio de p i e l  s t r u c tu r e  i s  language: th e  v a rio u s  p o s s i b i l i t i e s  o f
th e  open n o v e l a re  c re a te d  l i n g u i s t i c a l l y ,  i . e .  th rough  language.
The o rd e re d  language o f  th e  t r a d i t i o n a l  novel le ad s  to  a  t r a d i t i o n a l  
s t r u c tu r e ,  v h i l è  th e  open novel d ic ta te s  th e  d e s tr u c t io n  o f  t h a t  
o rd e red  h ie ra rc h y  o f  lan g u ag e . The " r e a l"  s t r u c tu r e  u l t im a te ly  i s  
formed in  th e  r e a d e r 's  mind from  th e  l i n g u i s t i c  e lem ents g iven  by th e  
a u th o r ;  th e  s t r u c tu r e  i n  an open novel i s  n o t a  g iven  p re s c r ib e d  by th e  
a u th o r . ^
In  Iæ nueva n o v e la  h isp an o am erican a , C arlos Fuentes does no t 
expand as much on s t r u c tu r e  as he does on language and m ythology, 
because  s t m c t u r e  i s  m erely  one a sp e c t o f  language . His s ta tem en t th a t  
"Hoy . . .  l a  n o v e la  es m ito , le n g u a je , y  e s t r u c tu r a "  must n o t be fo rg o tte n . 
In  th e  fo llo w in g  c h ap te rs  t h i s  th e s i s  w i l l  a ttem p t to  e v a lu a te  what th e  
p r in c ip le  v a lu e s  o f  th e  new n o v e l may b e , and how com plete ly  Cambio de 
p i e l  fo llo w s Fuentes-’ own d e f in i t io n  o f  th e  new n o v e l.
CHAPTER I I  
STRUCTURE
As F uentes has s t a t e d ,  th e  new L a tin  American novel i s  v e ry  
dependent on n o v e l i s t i c  s t r u c tu r e .  T r a d i t io n a l  s t r u c tu r e  i s  q u estioned  
and f re q u e n tly  su b v e rted  in  th e  sea rch  fo r  more ex p re ss iv e  form s. Innovations 
i n  t h i s  f i e l d  a re  c e r ta in ly  n o t unknown to  th e  contem porary L a tin  American 
n o v e l i s t ,  as e v id e n t in  R ayuela by J u l io  C o rtaza r and Pedro Paramo by Juan  
R u lfo , as w e ll  as in  s e v e ra l  o f  F u e n te s ' own e a r l i e r  w orks, s p e c i f ic a l ly  
La re g io n  mas t r a n s p a re n te  and I ^  m uerte de Artemio C ruz.
The in n o v a tiv e  s t r u c tu r e s  o f  th e  "new" novel a re  d i r e c t ly  r e l a t e d  
t o  a  more complex v is io n  o f  th e  n a tu re  o f  r e a l i t y .  Borges m a in ta in ed  t h a t  
o n e 's  v is io n  o f  r e a l i t y  i s  u l t im a te ly  a  s u b je c tiv e  v is io n  i n  th e  mind o f
th e  b e h o ld e r , n a r r a to r ,  o r  re a d e r .  The re a d e r  must n o t ta k e  th e  novel to
be  a  d e f in i t i v e  v e rs io n  o f  r e a l i t y ,  f o r  such s t a t i c  v e rs io n s  can allow  no
new v e rs io n s  to  be c re a te d . T h e re fo re , th e  s t r u c tu r e  must be "open ."
The w r i t e r  asks th e  re a d e r  to  p a r t i c ip a t e  i n  th e  " re c re a t io n "  o f  th e  n o v e l, 
t o  c r e a te  h i s  own v e rs io n  o f  r e a l i t y .
Thus form  i s  d i r e c t l y  r e l a t e d  t o  fu n c tio n  in  th e  new n o v e l, fo r  
form  im i ta te s  th e  c h a o tic  and open-ended form o f  r e a l i t y  i t s e l f .  But 
f i c t i o n  m ust n o t be confused  w ith  r e a l i t y ;  i t  on ly  r e f l e c t s  r e a l i t y ,  
o f f e r in g  th e  w r i t e r  and re a d e r  th e  o p p o rtu n ity  to  q u e s tio n  r e a l i t y  and 
s e e k  new d im ensions.
l i n e a r  n a r r a t io n  i s  re p la c e d  f re q u e n tly  in  th e  new novel by a 
more complex te m p o ra li ty . The s t r u c tu r e  and tech n iq u es  employed by 
F uen tes in  Cambio de p i e l  r e s u l t  in  th e  c o n s ta n t c o n f l i c t  and subsequent
11
12
fu s io n  o f  c h ro n o lo g ic a l and p sy c h o lo g ic a l tim e ; t h i s  c o n f l i c t  com plicates 
a b a s ic a l ly  sim ple  p l o t .  R ather th a n  b e in g  d iv id e d  in to  c h a p te rs ,  th e  
nove l c o n s is ts  o f  P a r t  I  o f  11 p a g e s , P a r t  I I  o f  353 pages and P a r t  I I I  
o f  75 p ag es . Each o f  th e  th re e  p a r t s  i s  p receded  by a c ry p tic  a n n o ta tio n  
o f  h a l f  a  page. These "ep ig rap h s"  a re  th e  words o f  Freddy th e  N a rra to r ; 
F uen tes adm its th ey  a re  somewhat a u to b io g ra p h ic a l in  n a tu re ,  and y e t  t h i s  
d e t a i l  i s  n o t o f  forem ost im portance .
In  th e  ep ig raph  to  P a r t  I  e n t i t l e d  "Una f i e s t a  im p o s ib le ,"
F uen tes h in t s  a t  th e  com plexity  o f  h is  work and i t s  unorthodox n a tu re .
But he seeks th e  r e a d e r 's  accep tan ce : " . . .  p a ra  empezar a  c a n ta r  p id e
perm iso p r im e ro ."  (p . T ). F u e n te s ' p reo ccu p a tio n  w ith  " la  novela  a b ie r ta "  
i s  e v id e n t from  th e  v e ry  f i r s t  page o f  th e  n o v e l. He l^egins th e  book w ith  
a n  e p ig ra p h , a  d ev ice  which u s u a l ly  goes a t  th e  end , and he w r i t e s ,  
"Term inado, e l  l i b r o  em pieza." (p . 9 ) .  Upon te rm in a tin g , th e  n a r r a to r  
ask s  p e rm iss io n  to  b e g in . The e n t i r e  ep ig rap h  i s  a  ch a in  o f  paradoxes 
and i t  s e t s  th e  to n e  fo r  th e  r e s t  o f  th e  book. He t e l l s  th e  re a d e r  o f 
th e  n a tu re  o f  th e  n o v e l, and inç>lies th e  o b l ig a t io n  o f  th e  re a d e r .  The 
x e a d e r  w i l l  have to  p a r t i c ip a t e  a c t iv e ly  to  so lv e  th e se  l i t e r a r y  r id d le s  : 
t h i s  i s  th e  tim e r e f e r r e d  to  as " la  h o ra  d e l  l e c t o r . "  C arlos Fuentes 
needs th e  " lec to r-m ach o " o f  J u l io  C o rta z a r . The re a d e r  i s  an in t e r p r e t e r  
^ o  h e lp s  o rg an ize  th e  c h a o tic  p a r t s  and c re a te  th e  f i n a l  form. The 
ch o ice  o f  f ê t e  o r c a ta s tro p h e  im p lie s  t h a t  th e  re a d e r  must c re a te  h is  
own r e a l i t y ;  he i s  g iven  th e  v a rio u s  p o s s i b i l i t i e s .
As F uen tes s a y s , " I  have an id e a  o f  th e  p u b lic  in  M exico, b u t 
I  w ant t h i s  p u b lic  to  th in k  m ore, to  p a r t i c ip a t e  m ore, no t j u s t  to  re c e iv e  
what I  g iv e  them , b u t to  have them as a  c o p a r t ic ip a n t ,  as a  c o -c re a to r  
w ith  m e." (Juan Loveluck , " In te n c io n  y  forma en Iæ m uerte de Artemio 
C ruz."  La nueva n a r r a t iv a  h ispanoam ericana , v o l .  1 , (Jan u ary , 1971), p . 107).
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The seem ingly  a u to h io g ra p h ic a l n a tu re  o f  th e  ep ig rap h s i s
e s p e c ia l ly  e v id e n t - in  P a r t  I I  e n t i t l e d  "En Cuerpo y  Alma:"
"Uo e s tu v e  a l i i " :  c i t a  de una c a r ta  d i r ig id a  p e r  e l  H arrador
a  su  Ahuelo te d e s c o , m uerte en I 8 8 0 , s o c i a l i s t s  l a s s a l ia n e  expulsade 
d e l  R eich  p e r  e l  C a n c il le r  de H ie rro , (p . 23 ).
Fuentes h im se lf  e x p la in s  d u ring  an in te rv ie w :
. . .  hay en todo e s te  una o scu ra  evecacion  mia: una p a r te  de mi
fa m il ia  huyo de Alemania a V eracruz d u ran te  l a  segunda m itad  d e l 
s i g l e  XIX. Mi h is a h u e le  e r a  un s o c i a l i s t s  l a s s a l ia n e  de H esse- 
D arm stadt incenferm e con e l  regim en de B ism arck. (M aria L u isa  
Mendoza, "C arlos Fuentes h a b la  de Cambio de p i e l  y de o tra s  
p i e l e s , "  E l D ia . "E l G allo  I l u s t r a d e ,"  Ho. 2 8 9 , p . 3 ) .
Ûi im ag in ing  th e  p a s t  o f  a  p e rso n , a  fam ily  o r a  p e o p le , th e  
r e c r e a t io n  o f  i t  i s  alw ays f i c t i t i o u s  o r s u b je c t iv e ,  s in c e  th e  r e c r e a to r — 
w r i te r  o r  re a d e r—was n o t th e r e .  "Ho e s tu v e  a l l i . "  (p . 2 3 ). The "genes 
m utan tes" im ply change and th e  e x is te n c e  o f  s e v e ra l  p o s s i b i l i t i e s .  F ic t io n  
i s  f i c t i o n a l  and , in  q u o tin g  T za ra , Fuentes i s  w arning th e  re a d e r  no t to  
f a l l  in to  th e  t r a p  o f  re g a rd in g  i t  as r e a l i t y :  "Tout ce qu 'on  reg a rd e
e s t  fa u x ."  (p . 2 3 ) . E v ery th ing  i s  f i c t i o n a l ,  i n  t h a t  i t  i s  our own sub­
j e c t i v e  v e rs io n  o f  r e a l i t y .  In  th e  F o u cau lt q u o ta tio n  Fuentes ag a in  
u n d e r lin e s  h is  w arning t h a t  th e  f i c t i o n  d e sc rib e d  in  books can never be 
r e a l i t y  b u t o n ly  a  l ik e n e s s  o f  i t :  "Et p u isque  c e t t e  magie a  é té  prévue
e t  d é c r i t e  dans l e s  l i v r e s ,  l a  d if f é re n c e  i l l u s o i r  q u 'e l l e  in t r o d u i t  ne 
s e r a  jam ais  qu 'une  s im il i tu d e  e n ch a n té e ."  (P . 2 3 ). Fuentes i s  w arning 
th e  r e a d e r  b e fo re  th e  body o f th e  nove l n o t to  a c c e p t i t  l i t e r a l l y  as 
r e a l i t y .
On a  sym bolic l e v e l ,  th e  t h i r d  ep ig ra h — " V is i te  n u e s tro s  
s u h te r ra n e o s "—may be an a l lu s io n  to  th e  most in tim a te  spaces o f  in d i ­
v id u a l p sy ch es , th e  p la c e s  where a l l  th e  elem ents o f  c h a o tic  r e a l i t y  a re  
o rd e red  by th e  in d iv id u a l  fo r  th e  purpose o f  c r e a t in g  o n e 's  in d iv id u a l
I k
r e a l i t i e s .  In  t h i s  f i n a l  s e c t io n ,  th e  p reced in g  f i c t i o n  i s  d is s e c te d ,  
in te r p r e te d  and f i n a l l y  d e s tro y ed  hy th e  ro le -p la y in g  o f  th e  Monks, who 
in  tu r n  d isap p e a r in to  n o th in g , l i k e  th e  f i c t i o n a l  c h a ra c te rs  th e y  a re .
A fte r  t h i s ,  th e  f i c t i t i o u s  n a tu re  o f  th e  n a r r a to r ,  Freddy Lam bert, i s  
i t s e l f  re v e a le d . There i s  a  f i c t i o n  w ith in  a  f i c t i o n  w ith in  a  f i c t i o n ,  
o u t o f  which th e  re a d e r  must make h is  own v e rs io n  o f  th e  n o v e l. These 
"m utant genes" a re  th e  im ag in a tio n  o f  th e  in d iv id u a l  c re a tin g  h is  own 
v e rs io n  o f  r e a l i t y .
The poem by O ctavio  Paz sy m b o lica lly  g iv es  us th e  b a s ic  elem ents 
o f  r e a l i t y —w a te r , t r e e s ,  wind— in  a c e r ta in  s t a t i c  r e la t io n s h ip .  Then 
w a te r flow s and a ssu re s  l i f e  to  l iv in g  e lem en ts ; and th e  sky—th e  
im a g in a tio n , th e  d e s ir e  f o r  th e  id e a l— comes to  th e  l i p s .  Thus th e  
d e s ir e  o f  a l l  p o s s i b i l i t i e s  i s  ex p ressed  i n  lan g u ag e , e s p e c ia l ly  in  th e  
language o f  th e  p o e t .  Through lan g u ag e , th e  human b e in g  c o n s tru c ts  h is  
s u b je c tiv e  v e rs io n  o f  an id e a l  r e a l i t y .
The t h i r d  ep ig rap h  r e f l e c t s  th e  contem porary n o v e l i s t s '  d e s ir e  
to  r e tu r n  to  th e  p o e tic  ro o ts  o f  h is  a r t .  The e n t i r e  novel can be co n sid ered  
an e x p l ic a t io n  o f  th e  b r i e f  poem by O ctavio  Paz; and Fuentes i s  em barrassed 
because i t  has ta k en  him hundreds o f  pages to  ex p ress  th e  th o u g h ts  con ta in ed
w ith in  a  few l in e s  o f  P a z 's  p o e try ; " . . .  lo s  p o e ta s  saben d e c ir lo  todo
\
en ta n  pocas l in e a s  . . .  " (p . 36$).
Cambio de p i e l  b eg in s  as an ep ic  o f  th e  l6 th  c e n tu ry , w ith  th e  
a r r i v a l  o f  C ortes and h i s  Spanish  conquerors a t  C holu la  and t h e i r  i n i t i a l  
c o n ta c ts  w ith  th e  In d ia n s  o f  th e  a re a . Moctezuma's re c e p tio n  o f  C ortes and 
h is  In d ia n  m is t r e s s ,  M alinche, and th e  t e r r i b l e  b a t t l e  which fo llow s when 
th e  S pan iards a tte m p t to  d e s tro y  th e  A ztec id o ls  a re  s im u ltan eo u sly  evoked
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along  w ith  th e  p o r t r a y a l  o f  squalid . C holu la on E as te r .S u n d ay , I 9 6 5 . The 
fu s io n  betw een th e  two epochs i s  p e r f e c t :  parag rap h s from th e  two d iv e rse
p e rio d s  a l t e r n a t e  harm oniously , w ith  sn a tch es  o f  d ia lo g u e  f lo a t in g  between 
th e  two se rv in g  to  g iv e  u n i ty .  These se rv e  as  re a d e r  cu es; th e  techn ique  
u t i l i z e s  q u ick  " c u ts ” from one scene and one e ra  to  a n o th e r . I t  i s  c le a r ly  
a  c in em atic  tech n iq u e  t h a t  Fuentes in c o rp o ra te s  in to  th e  n o v e l.
With th e  s im ultaneous c o n s tr a s t in g  o f  C holu la  a t  th e  tim e o f  th e  
conquest and C holu la  in  19^5, i t  i s  ev id en t from th e  v e ry  o u ts e t  th a t  Fuentes 
has every  in te n t io n  o f  in tro d u c in g  s e v e ra l  dim ensions o f tim e . The s i tu a t io n  
w hich i s  c re a te d  in  P a r t  I  becomes more complex as th e  work p ro g re s se s ; 
v a r io u s  p la n es  o f  tim e a re  superim posed upon one an o th e r so th a t  th e  r e s u l t  
i s  a  s t a t i c  sense  o f  tim e . A s t a t i c  sense  o f  h i s to r y  i s  a ls o  c re a te d ; Fuentes 
h im se lf  r e f e r s  to  th e  book as an "E s ta tu a  de l a  H is to r ia " .  (T S ituac ién  d e l 
e s c r i t o r , "  p . 1 1 ) . In  th e  p re s e n t  moment, memory and th e  p a s t  a re  as v i t a l  
and r e a l  as th e  p r e s e n t ,  f o r  th ey  s t i l l  have e x is te n c e .
At f i r s t  g la n c e . P a r t  I  seems alm ost l ik e  a  f a l s e  s t a r t  when viewed 
i n  r e l a t i o n  to  th e  r e s t  o f  th e  book. I t  i s  an im p ressiv e  l i t e r a r y  ach ieve­
m ent, b u t i t s  r e l a t i o n  to  th e  r e s t  o f  th e  book i s  n o t im m ediately  e v id e n t. 
A lthough b a re ly  touched  upon by c r i t i c s ,  th e  achievem ent o f  t h i s  s e c tio n  i s  
a  v e ry  e f f e c t iv e  su p e rim p o sitio n  o f p a s t  and p r e s e n t . The two te n se s  a re  b ro u g h t 
to g e th e r  and made s t a t i c ,  in terw oven  and f i n a l l y  made dependent upon each o th e r .  
A new te n se  i s  b o rn , which i s  n e i th e r  synchron ic  nor d ia c h ro n ic , b u t a  combin­
a t io n  o f  b o th ,  and i n  a  sen se  i t  i s  t im e le s s .
I t  i s  u n c e r ta in  w hether Freddy i s  t a lk in g  to  th e  two couples in  th e  
t h i r d  p e rso n  p lu r a l  o f  U stedes o r  speak ing  o f  them w ith  th e  e l lo s  form when
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he s a y s , " . . .  so lo  v ie ro n  ca l l é s  e s tr e c h a s  y  su c ia s  . . .  '* (p . 1 1 ). But
h is  immediate p resen ce  as n a r r a to r - c h a r a c te r  i s  q u ick ly  seen in  a l l  i t s
con fusion  as he s a y s , " S i ,  s i ,  y a  se  . . .  " (p . 11) and ad d resses  h is
c h a ra c te rs  by tu :
TÛ, E l iz a b e th , t e  h i c i s t e  l a  d is im u lad a  cuando p a sa s te  ju n to  a  m i, 
p e ro  t u ,  I s a b e l ,  t e  d e tu v is te ,  n e rv io s a , y lo  bueno es que nad ie  
se  f i j o  porque todos e s tab an  admirando e l  e sp ac io  a b ie r to  . . .  (p. 1 7 ).
The a l t e r n a t in g  p a ra g rap h s , however, ta k e  p la c e  during  C o rte s ’
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conquest and a re  c le a r ly  n a r ra te d  in  th e  t h i r d  p e rso n . They a re  w r i t te n  
in  th e  p re s e n t  te n s e ,  which g iv es  them immediacy and c r e d i b i l i t y .  The 
te n s e  employed in  th e  two sim ultaneous s i tu a t io n s  i s  th e  guide which 
inform s th e  re a d e r  o f  which epoch Fuentes i s  w r i t in g :  th e  even ts  con­
ce rn in g  C ortes  a re  w r i t t e n  in  th e  p re s e n t  te n se  w h ile  th e  I 965 even ts 
o f  th e  two couples a re  w r i t t e n  in  th e  p r e t e r i t e .  The C ortes even ts  seem 
c lo s e r  to  th e  r e a d e r ;  th e  I 965 ev en ts  by com parison a re  seen  a t  a  d is ta n c e  
emd a re  to  some e x te n t  ambiguous.
The paragraphs in  which Freddy speaks in  th e  f i r s t  person  a l t e r n a t e  
w ith  th e  C ortes p a ssa g e s , and th en  w ith  d e s c r ip t io n s  o f  th e  C holula In d ian s  
w orsh ipp ing  on E a s te r  Sunday a t  th e  pyram ids. These seem to  tra n sc e n d  tim e: 
th ey  co u ld  occu r w ith in  a  few y e a rs  a f t e r  C o r te s ' co n q u es t, and th ey  cou ld  
be o c c u rr in g  in  I 965 . Fuen tes has managed to  b r in g  th e  p a s t  forw ard to  meet 
th e  p r e s e n t ,  and to  push th e  p re s e n t back to  meet th e  p a s t .  The two te n se s  
a re  jo in e d  to g e th e r  f lu i d ly  by th e  In d ia n  w orship scenes which seem to  
tra n sc e n d  tim e and c re a te  an " E s ta tu a  de l a  H is to r ia ."  The re a d e r  i s  w it­
n e ss in g  a p la c e ,  C ho lu la , which has no tim e ; i t  knows no movement o f tim e , 
f o r  i t  i s  s t a t i c .  This quote i s  used  by Fuentes to  d e sc rib e  C holula in
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th e  2 0 th  C en tu ry , h u t i t  does n o t d i f f e r  from th e  s i tu a t io n  o f  fo u r and 
a  h a l f  c e n tu r ie s  ago:
. . .  l a  muchedumbre d e sc a lz a , c u b ie r ta  de h a ra p o s , co n trah ech o , que 
e x tie n d e  la s  manos, masca lo s  e lo te s  p o d r id o s , es seg u id a  por l a  
j a u r i a  de p e rro s  h am b rien to s , l i s o s  . . .  (p . 1 2 ).
There i s  a  r e p e t i t i o n  o f  words and images which te n d  to  b le n d  th e  
e ra s  to g e th e r .  There i s  a  s im i la r  fu s io n  w ith  th e  s a c r i f i c i a l  u rn  which i s  
now used  as  a  b a p tism a l bowl in  a  C a th o lic  church . In h e re n t in  t h i s  d ep ic ­
t i o n  i s  a  n e g a tio n  o f  th e  concept o f  l i n e a r  p ro g re s s io n  o f  tim e and h is to r y .  
F uen tes s^ays, "Eo hay p ro g reso  h i s to r i c o  . . .  . "Hay un sim ple  p re se n te  
p e rp e tu o , l a  r e p e t ic io n  de una s e r i e  de a c to s  r i t u a l e s . "  (D e lia  I r a g o r r y ,  
rev iew  o f  Cambio de p i e l , S iem pre, "La C ultur.a en M exico," Ho. 8UU,
A ugust 2 7 , 196 9 , p .  v i i . )
A t tim e s  th e  p a s t  and th e  p re s e n t a re  v ery  v io le n t ly  and u n su b tly
jo in e d  to g e th e r ,  as when th e  song o f  th e  In d ian  w orsh ippers  b reak s  in to
th e  mod s t r a i n s  o f  a  tu n e  o f  th e  Monks :
P a ra  que comio 
l a  p rim era  casada 
p a ra  que comio 
l a  f r u t a  vedada
I ' l l  g iv e  you back 
you r tim e (p . 20 ).
P a r t  I  ends w ith  th e  a r r i v a l  o f  th e  s ix  Monks a t  C h o lu la , w ith  Freddy as 
c h a u f fe u r . I t  i s  im p o rtan t in  th e  s t r u c tu r e  o f  th e  work t h a t  th e se  s ix  
c h a ra c te r s  a re  n o t seen  ag a in  u n t i l  P a r t  I I I  o f  th e  book, n e a r ly  350 pages 
l a t e r .  They a re  p re se n te d  to  th e  re a d e r  a t  t h i s  p o in t  so t h a t  th e y  w i l l  
n o t be  com plete s tra n g e r s  when p re s e n te d  ag a in  much l a t e r  as th e  a c to rs  
o f  t h i s  f i c t i o n .  A p o in t  o f  te n s io n  i s  c re a te d  and i t  goes u n reso lv ed
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u n t i l  th e  end o f  th e  hook;
”Oye homhre: a s i  lo  asustam os m as,” e l  muchacho a l to  se  d e sa rre g lo
l a  c a b e l le r a  l a c i a .
” iEs aq u i?"  p regun to  l a  muchacha de la s  c e ja s  d e p ila d as  . . .
"A puesta tu  a l ma, ” d i jo  e l  n eg ro , (p . 2 1 ).
And th e  whim pering which w i l l  re ap p ea r a t  th e  end o f  th e  novel i s  in tro d u ce d : 
”Yo so lo  escuche e l  g run ido  y  e l  l l a n t o  u n id o s , in s e p a ra b le s , que qui se  loca^-- 
l i z a r  en e l  d o fre  d e l  a u to m o v il.” (p . 2 1 ).
P a r t  I I  t r e a t s  th e  two couples who a re  t r a v e l in g  from Mexico C ity  
to  V eracruz on E a s te r  Sunday, 19^5, and a re  fo rc e d  to  spend th e  n ig h t in  
C holu la  when t h e i r  c a r  b reak s down. J a v ie r  i s  an a p a th e tic  Mexican p e rp e tu a l ly  
n au sea ted  w ith  h is  own m e d io c r ity . From h is  ch ildhood  he remembers b ic k e r in g  
p a re n ts  and f a i l i n g  f in a n c ia l  s e c u r i ty ;  as a  grown man he has on ly  th e  
p u b l ic a t io n  o f  one sm all book o f  p o e try  t o  h is  c r e d i t .  His w ife  E liz a b e th  
i s  a  Bronx Jew ess whose g r e a te s t  a s s e t  was h e r  you th  and an encycloped ic  
knowledge o f  movies th a t  she escaped  in to  as a young g i r l .  An e x p a tr ia te  
C zechoslovak ian , Franz i s  th e  epitom e o f  th e  e x i s t e n t i a l i s t  blame and 
r e s p o n s ib i l i ty  s tu d y . A lthough he lo v ed  a young Jew ish  v i o l i n i s t  in  P rague , 
he o f f e re d  no r e s is te n c e  when commissioned to  d esig n  th e  crem atorium  th a t  
would in e v i ta b ly  p u t h e r  and thousands o f  o th e rs  to  t h e i r  d e a th . C onscience- 
s t r i c k e n  a f t e r  t h i s  e x p e r ien c e , he f l e e s  to  Mexico and s e l l s  Volkswagens.
He sh a re s  ”l a  n o v i l l e r a ”—h is  2 3 -y ear o ld  m is tre s s  I s a b e l—w ith  J a v ie r ,  
which d eb t he c o l le c t s  by p e r io d ic a l ly  s le e p in g  w ith  J a v i e r 's  w ife ,
E l iz a b e th ,  ”l a  d ra g o n a .” The p a s ts  o f  th e se  c h a ra c te rs  a re  re v e a le d  th rough  
f la s h  backs and th e  o m n isc ien t n a r r a to r  Freddy Lam bert.
P a r t  I I I  c o n ta in s  s e v e ra l  p o s s ib le  en d ings. I t  may be t h a t  Franz 
and E liz a b e th  a re  c rushed  b en ea th  th e  w eight o f  th e  p y ram id 's  la n d s l id e .
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J a v ie r  and I s a b e l ,  th e  two M exicans, may escape  and r e tu r n  to  th e  h o t e l ,  
where I s a b e l  shows s ig n s  o f  becoming a n o th e r E liz a b e th  and J a v ie r  s w if t ly  
s t r a n g le s  h e r .  F ranz may be execu ted  by th e  Monks who have fo llow ed  th e  
group in to  th e  monument, o r  by th e  son o f  h is  dead Jew ish  g i r l  f r ie n d .
The re a d e r  may a ls o  conclude t h a t  a l l  have escaped ex cep t Franz who had to  
be p un ished  f o r  h is  war crim es in  th e  mock t r i a l  c a r r ie d  ou t by th e  Monks, 
and th a t  th e  n a r r a to r  Freddy i s  co n fin ed  i n  th e  C holula in san e  asylum which 
i s  v i s ib l e  from th e  pyram ids.
As a  lo n e ly  p r is o n e r ,  Freddy e n te r ta in s  h im se lf  by b a p tiz in g  him­
s e l f  w ith  two names: th e  f i r s t  name o f  F red e ric k  N ie tzsch e  and th e  l a s t
ft
name o f  L ouis Lam bert, th e  im p o ssib le  c h a ra c te r  o f  B alzac. (F lo rin d a  
Friedm an, rev iew  o f  Cambio de p i e l  by C arlos F u e n te s , S u r, No. 311 , p . 106). 
T his may p o in t  up th e  f a c t  t h a t  Freddy Lambert i s  a ls o  a  f i c t i o n — a f i c t i o n a l  
b e in g  who has c re a te d  h is  own f i c t i o n  and th a t  o f th e  n o v e l. But f i n a l l y ,  
th e  re a d e r  i s  o b lig e d  to  conclude t h a t  none o f  t h i s  has happened; i t  i s  a l l  
f i c t i t i o u s , se rv in g  th e  purpose o f  making th e  re a d e r  q u e s tio n  a l l  o f  h i s  
n e a t v e rs io n s  o f  r e a l i t y  in  th e  e f f o r t  to  f in d  a  v ia b le  v e rs io n .
AMBIGUITY
C arlo s F uentes v a lu es  am biguity  and th e  d is o rd e r  which i t  makes 
p o s s ib le ,  f o r  o u t o f  t h i s  d is o rd e r  a  new more v i t a l  o rd e r may ev o lv e , Cambio 
de p i e l  c a l l s  in to  q u e s tio n  th e  e n t i r e  concept o f  " c h a ra c te r s ."  Fuentes 
has n o t c re a te d  th e se  c h a ra c te rs  in  o rd e r  to  t e l l  a  s to ry :  Freddy Lambert
has c re a te d  them from o ld  movies and books o f  th e  T h i r t i e s  to  amuse h im se lf  
as he s i t s  i n  th e  in san e  asylum .
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There i s  g re a t  am bigiiity  in  th e  f a c t  th a t  w h ile  c e n tu r ie s  o f  
tim e a re  covered  in  th e  minds o f  th e  c h a r a c te r s ,  l e s s  th an  2k hours have 
a c tu a l ly  t r a n s p i r e d  in  th e  f i c t i o n  c re a te d  by Freddy Lam bert. The p re se n t 
lo s e s  th e  n a tu re  i t  has in  th e  t r a d i t i o n a l  n o v e l, and th e re  r e s u l t s  a cease­
le s s  flow  in to  th e  p a s t .  I t  does n o t fo llo w , how ever, t h a t  th e re  i s  an 
e v o lu tio n  in to  th e  fu tu r e ;  te n s io n  a r i s e s  n o t from th e  c h ro n o lo g ic a l even ts  
th a t  occu r du rin g  th e  s ta y  in  C h o lu la , b u t r a th e r  from th e  r e c a l l i n g  o r 
r e v e la t io n  o f  background m a te r ia l  t h a t  o ccu rred  in  th e  p a s t .
There i s  a s im ila r  am bigu ity  in  th e  tre a tm e n t o f  sp ace . A lthough 
th e  couples never cover more th a n  a  few dozen m iles  d u rin g  th e  n a r r a t io n ,  
in  t h e i r  memories th e y  t r a v e r s e  p a r t s  o f “W estern and E a s te rn  Europe, N orth 
and South America. The s p a t i a l  m agnitude o f  t h i s  work has n o t been ach ieved  
in  th e  t r a d i t i o n a l  ways o f  t r a d i t i o n a l  re a l is m , b u t is- r a th e r  th e  r e s u l t  o f  
th e  v ic a r io u s  ex p erien ces  o f  Freddy Lam bert. This t r a v e r s in g  o f  thousands 
o f m iles  coupled  w ith  th e  t r a n s p o s i t io n  o f  v a rio u s  dim ensions o f  tim e make 
th e  book an ep ic  o f  modem W estern m an's e x p e rien ce .
I t  becomes ex trem ely  d i f f i c u l t  to  d is t in g u is h  betw een th e  memories 
c re a te d  by Freddy and th e  f a l s e  ones which E liz a b e th  id e a l iz e s  f o r  h e r s e l f .  
Freddy has im agined h e r  v ery  e x is te n c e ,  b u t E liz a b e th  i s  a  c h a ra c te r  w ith  
enough autonomy to  in v e n t a f i c t i o n  o f  h e r  own, such as th e  p e a c e fu l farm 
o f th e  M endelssohn 's o r  th e  i d y l l i c  i s l e  o f  F a la ra k i .  On a more immediate 
le v e l  o f  r e a l i t y ,  i t  i s  th e  Monk a c to r s  who a re  adding t h e i r  own em b ellish ­
ments to  th e  f i c t i o n .  The Monks a re  s a t i r i z i n g  th e  c h a ra c te rs  o f  th e  n o v e l, 
b u t even th e  Monks a re  f i c t i t i o u s  c re a t io n s  o f  F red d y 's  im ag in a tio n . Yet 
Freddy i s  a ls o  a f i c t i o n .
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The c h a ra c te r  Freddy Lambert c o n s t i tu te s  a  source  o f  g re a t  confusion  
fo r  th e  re a d e r  o f  Cambio de p i e l  th ro u g h o u t th e  f i r s t  p a r t s  o f  th e  book. For 
th o se  who have re a d  Aura and ^  m uerte de Artemio C ruz, i t  i s  n o t to o  su r­
p r i s in g  when Freddy as N a rra to r  c a l l s  th e  two women c h a ra c te rs  by y e t 
th e  s im i l a r i t y  w ith  th e  two form er novels  fades as he b eg in s  to  add ress  th e  
group as U sted e s , a c t in g  b o th  as an o m n isc ien t w itn e ss  who appears to  have 
known th e  c h a ra c te rs  s in c e  ch ild h o o d , and th e n  sometimes a c tu a l ly  e n te r in g  
in to  th e  p lo t  as a n o th e r c h a r a c te r .  At tim es he i s  e a s i ly  confused w ith  
Franz and J a v ie r ,  and even w ith  th e  two women, o r w ith  a l l  o f  them a t  once. 
F lo r in d a  Friedm an s t a t e s  t h a t  h is  fu n c tio n  i s  to  " . . .  negar a  lo s  p e rso n a je s  
'p a r a  que l i te r a r ia m e n te  e x i s t e n ' , es d e c i r ,  p a ra  i n s t i t u i r l o s  como puros 
e n te  ( s i c )  de f i c c io n ."  (Review o f  Cambio de p i e l  in  S u r , No. 311, p . 105).
As n a r r a to r - a u th o r , Freddy has s e t  h is  c h a ra c te rs  going l ik e  C a lig a r i  
s e t  h is  sonambulo o f f  to  f u l f i l l  h i s  d e s i r e s .  But j u s t  as th e  sonambulo 
ta k e s  on a  l i f e  o f  h is  own, so do th e  c h a ra c te rs  p ass  beyond th e  c o n tro l o f  
Freddy and assume l iv e s  o f  t h e i r  own in  th e  a c t iv e  im ag in a tio n  o f  th e  l e c t o r -  
macho .
R ich ard  Reeve m a in ta in s  t h a t  Freddy Lambert can a ls o  be confused w ith  
C arlos Fhentes h im se lf : Freddy says he has wanted to  w r i te  a  book, and a lso
th a t  he i s  about f o r ty  y e a rs  o ld . ("C a r ta  a b ie r ta  a  C. F uentes a  p ro p o s ito  
de Cambio de p i e l ,"  La C u ltu ra  en M exico, S iem pre, 7^9 , P* x i ) .  " . . .  E l 
N arrador p o d r ia  s e r  todos ( lo s  p e r s o n a je s ) ,"  d e c la re s  Fuentes in  h is  in te rv ie w  
w ith  R odriguez Monegal, and he does n o t rep ro ach  M onegal's s ta tem en t th a t  
th e  N a rra to r  must n o t be confused  w ith  th e  a u th o r h im s e lf . ("S itu a c io n  d e l 
e s c r i t o r , "  p . 1 0 ). Indeed , by keep ing  h im se lf  d i s t i n c t  from th e  N a rra to r , 
Fuentes i s  u n d e rsco rin g  th e  f i c t i o n a l i t y  o f  th e  n o v e l.
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Ambiguity has a  l i t e r a r y  fu n c tio n : i t  n o t on ly  in c re a s e s  th e
open a sp e c t o f  th e  novel b u t i t  a ls o  in c re a s e s  th e  f i c t i t i o u s  n a tu re  o f  th e  
■work. I t  q u e s tio n s  th e  r e a d e r s ' assum ptions about r e a l i t y ,  f o r  r e a l i t y  i t ­
s e l f  i s  am biguous. Thus, am bigu ity  i s  more r e a l i s t i c  th an  p redeterm ined  
s t r u c tu r e s  o f  r e a l i t y .
EVALUATION
The s to ry  o f  th e  two coup les and t h e i r  p a s ts  i s  developed so 
m inu te ly  and in  such copious d e t a i l  t h a t  i t  does v i r t u a l l y  weigh h e a v ily  
on th e  r e a d e r .  I t  i s  t h i s  a sp e c t o f th e  novel th a t  has met w ith  th e  most 
c r i t i c i s m .  Many q u e s tio n  w hether o r  no t t h i s  abundance o f  d e t a i l  was 
n ecessa ry  o r  d e s i r a b le .  In  an in te rv ie w  w ith  th e  a u th o r , Emir Rodriguez 
Monegal s ay s : "Me p a rece  que to d a  l a  p rim era  p a r te  abusa t a l  vez demasiado
de lo s  d e ta l l e s  d e l rea lism o  co n cre to  de cada s i tu a c io n  y por eso  mismo, 
a l  l e c t o r  l e  c u e s ta  b a s ta n te  . . .  l l e g a r  h a s t a  e l  momento en que puede 
empezar a  a t a r  lo s  su h te rra n e o s  h i lo s  de l a  h i s t o r i a . "  Fuentes j u s t i f i e s  
t h i s  abundant use  o f  co n c re te  d e t a i l  o f P a r t  I I  when he q u e s tio n s  o f 
Monegal w hether " . . .  l a  segunda p a r te  puede s o s te n e rs e  s in  to d a  e sa  
e sp esu ra  de l a  p rim era  p a r t e . "  (R odriguez Monegal, " S itu a c io n  d e l e s c r i t o r , "  
p . 1 2 ).
F uen tes ta k e s  353 pages to  c re a te  h is  f i c t i o n  in  th e  f i r s t  p a r t s  o f 
th e  book, o n ly  to  d e s tro y  i t  i n  th e  l a t t e r  p a r t .  The c h a ra c te rs  " . . .  no 
han s id o  mas que m anipulaciones de un m onstruo que p a rece  s e r  e l  Hacedor . . .  " 
(Gustavo S a in e , "Cambio de p i e l , e l  mas a l t o  monumento l i t e r a r i o  de l a  
h i s t o r i a  de M exico," S iem pre, "La C u ltu ra  en M exico," No. I 6 9 , p . i x ) .
I t  can be su g g ested  th a t  he sh o u ld  have d r a s t i c a l l y  re v is e d  th e  f i r s t  p a r t s , 
t h a t  h a l f  o f  th e  accum ulation  would have s u f f ic e d ,  th a t  he was n o t c o n tro l l in g
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h is  n a tu r a l  weakness f o r  v e rb o s i ty ,  b u t r a th e r  he l e t  i t  
c o n tro l  him and th u s  th e  book. But Fuentes m ain ta in s  t h a t  i t  was 
n e c e s sa ry , as when E liz a b e th  i s  t r y in g  to  c re a te  a  ny tho logy  from 
im m ediate o b je c ts  such as f i lm s ,  s t r e e t s ,  s u i t s ,  e t c .  There i s  a 
whole w orld  o f  v ery  s u b s ta n t ia l  and opaque th in g s  w ith  which she 
t r i e s  to  c o n s tru c t  h e r  r e a l i t y .  Even though th e  p ro se  s ty le  a t  tim es 
i s  ex trem ely  heavy , th e  nove l becomes p o e t ic .  I t  evokes p o s s i b i l i t i e s  
o f  th e  "novela  a b ie r ta "  b u t i t  does no t s t a t e  a t r a d i t i o n a l l y  c lo sed  
s t r u c t u r e .
Cambio de p i e l  i s  no t a  v ery  compact work f o r  t h i s  would min­
imize^ th e  a u th o r 's  i n t e n t .  Every n a r r a t iv e  theme demands i t s  own form 
and system  o f tre a tm e n t. Fuentes adm its "Soy co n sc ie n te  de que una y 
o tro  son d esag rad ab les  p a ra  mucha g e n te , se  a le ja n  demasiado de lo s  
id e a le s  de p u reza  e s t e t i c a .  Pero a  mi me gu stan  la s  manchas y e l  r ie s g o .
No me ag rada  r e p e t i r  lo  que ya se  h ace r . . .  " (" S itu a c io n  d e l e s c r i t o r , "  
p . l 4 ) .
In  h e r  p e rc e p tiv e  rev iew  o f  th e  book, F lo r in d a  Friedman no tes 
th a t  th e  p a s t ,  in s te a d  o f  a c tu a l ly  se rv in g  to  c re a te  more b e lie v a b le  and 
co n c re te  c h a r a c te r s , on ly  se rv es  to  a n n ih i la te  them by f a i l i n g  to  c re a te  
a t h i r d  dim ension which se rv es  to  g ive  them s o l i d i t y .  (F lo r in d a  Friedm an, 
rev iew  o f  Cambio de p i e l . S u r , No. 311, p . 105). Because many o f  th e  
scenes and remembrances a re  ta k en  by Freddy from o ld  m ovies, th ey  do n o t 
seem q u i te  conv incing . "E stan  sacados de p e l ic u la s  de lo s  anos 30; . . .  de 
p e l ic u la s  de John G a r f ie ld  . . .  " ("S itu a c io n  d e l e s c r i t o r , "  p . 1 3 ). They 
a re  F red d y 's  v e rs io n  o f  th e se  p a s t  r e a l i t i e s .  " . . .  e s ta n  banados por c i e r t a  
n o s ta lg ia  c in e m a to g ra f ic a , e in c lu s o  deformados por e l l a . "  (Mendoza, "Carlos 
Fuentes h a b la  de Cambio de p i e l  y  de o tr a s  p i e l e s , "  p.' 1 3 ).
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Because o f  th e  s t r u c tu r e  o f  t h i s  work, we r e a l i z e  only  a t  th e  
end th a t  th e  c h a ra c te rs  a re  v i r t u a l l y  memories o r p rem o n itio n s  o f  them­
s e lv e s .  I f  t h i s  m a te r ia l  had been p re se n te d  f i r s t ,  th e  e n t i r e  im pact 
would have been l o s t .  The re a d e r  would n o t be caught in  th e  f i c t i o n a l  
web, f o r  th e r e  cou ld  have been no f i n a l  r e v e la t io n .  Throughout th e  book," ‘ 
Fuentes c re a te s  a r e a l i t y  th a t  th e  re a d e r  a c c e p ts , and th e n  i t  i s  d e stro y ed . 
In  t h i s  te ch n iq u e  a re  r e f l e c te d  some o f  F u e n te s ’ most p rofound views on th e  
n o v e l, l i t e r a t u r e  and a r t  in  g e n e ra l . He c re a te s  th e  bou rgeo is  novel and 
th en  r e v e l s  i t  as b e in g  t e r r i b l y  s t a t i c ,  un im ag in a tiv e  and in a d eq u a te .
Cambio de p i e l —l i k e  R ayuela—i s  a  nove l t h a t  doubles back on i t s e l f  in  
s e l f - c r i t i c i s m  and allow s v a rio u s  p o s s ib le  v e rs io n s . Fuentes has c re a te d  
th e  d e s t r u c t io n  o f  th e  nove l w ith in  i t s e l f .  A novel i s  w r i t t e n  and th en  
i t  i s  r e w r i t te n .  "Term inado, e l  l i b r o  em pieza." (p . 9 ) .
Because Freddy does sometimes e n te r  in to  th e  no v e l as a c h a r a c te r ,  
th e  re a d e r  cannot g ra n t him s u p e rn a tu ra l  pow ers, so he i s  l e f t  wondering 
how he p o s s ib ly  can he o m n isc ien t. This ag a in  u n d ersco res  th e  f i c t i o n a l i t y  
o f  th e  work. The suspense c re a te d  by w ith h o ld in g  F red d y 's  r e a l  fu n c tio n  i s  
s u s ta in e d  u n t i l  P a r t  I I I .  Seeing th e  N a rra to r  a c t  as a  c h a ra c te r  b lu r s  th e  
l i n e  betw een " r e a l i t y "  and f i c t i o n .  I t  c re a te s  two le v e l s  o f  f i c t i o n a l  
" r e a l i ty "  and th e re fo re  i t  i s  u l t im a te ly  a  q u e s tio n in g  o f r e a l i t y .  The 
re a d e r  i s  fo rc e d  to  c re a te  h is  own r e a l i t y  o u t o f  th e  p o s s i b i l i t i e s , s in ce  
i t  i s  n o t g iven  to  him . This i s  th e  "openness" o f  th e  new n o v e l. Freddy 
i s  v i r t u a l l y  a  w r i te r  in v o lv ed  as a  c h a ra c te r  in  th e  f i c t i o n  th a t  he i s  
c re a t in g ;  he s te p s  in to  th e  a c tio n  and th e n  r e t r e a t s  t o  c o n tro l  th e  c h a ra c te rs  
a g a in . His two r o le s  h e lp  to  in c re a s e  th e  f i c t i o n a l  id e n t i t y  o f  every  
c h a r a c te r ,  and th ey  in c re a s e  th e  f i c t i o n a l  n a tu re  o f  th e  t o t a l  work.
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C arlos Fuentes i s  n o t th e  f i r s t  w r i te r  in  L a tin  American f i c t io n  
to  employ t h i s  in n o v a tio n  in  s t r u c tu r e ,  fo r  i t  i s  e v id e n t in  th e  works o f  
Borges and C o rta z a r . Yet Fuentes does employ t h i s  in n o v a tio n  e f f e c t iv e ly .
Not only  a re  th e  t r a d i t i o n a l  r o le s  o f  p ro ta g o n is t  and c h a ra c te r  ch a llen g e d , 
b u t a ls o  th e  a c t io n s  o f  th e  N a rra to r . He d e f ie s  a  b o u rg eo is  f i l i n g  away 
or la b e l in g .  He i s  r a th e r  l i k e  Unamuno who c re a te d  th e  c h a ra c te r  o f  
Augusto P érez  and th e n  d e s tro y ed  him to  rem ind him t h a t  he was s t i l l  h is  
c r e a to r  and t h a t  he had n o t g iven  him an e x is te n c e  o f  h is  own. There i s  
a  d if f e re n c e , though . W hile Unamuno i s  th e  N a r ra to r ,  C arlos Fuentes i s  
n o t th e  "N arra to r"  o f  Cambio de p i e l . U ltim a te ly , F uen tes d e s tro y s  th e  
N a rra to r  a l s o .  Perhaps in  a  sense  th e  f i n a l  N a rra to r i s  th e  r e a d e r ,  who 
p u ts  i t  a l l  to g e th e r .
Freddy appears to  su rv iv e  th e  o th e r  fo u r c h a ra c te rs  o f  th e  n o v e l; 
i t  appears  t h a t  he has in deed  succeeded in  g iv in g  them a f i c t i o n a l  e x is te n c e  
and th e n  in  v a r io u s  w ays, w ith  m u ltip le  en d in g s , he has managed to  d e s tro y  
any c e r t a i n t i e s  about t h a t  e x is te n c e ,  le a v in g  th e  re a d e r  to  c re a te  h is  own 
v e rs io n  o f  i t .  J u s t  as th e  c h a r a c te r s ,  e p iso d e s , p la c e s  and v io le n c e s  a re  
perm utab le  and in te rc h a n g e a b le  p a r t s  o f a  grand m osaic , so a re  th e  death s  
and th e  s to r y  endings in te rc h a n g e a b le . The re a d e r  i s  a llo w ed , o r even 
o b lig e d , to  choose h is  e n d in g s , f o r  th e re  a re  s e v e ra l  o p tio n s .
R a th e r th a n  c re a te  a t r a d i t i o n a l  novel w ith  a  fo rm al c o n c lu s io n , 
F u en tes—w ith  h is  o b sess io n  fo r  " la  n o v e la  a b ie r ta " —has l e f t  th e  re a d e r  
s e v e ra l  p o s s ib le  e n d in g s , s e v e ra l  p o s s ib le  a l t e r n a t i v e s ,  and t h i s  t h i r d  p a r t  
a c ts  to  d e s tro y  th e  r e s t  o f  th e  novel in  o rd e r  to  make i t s  a b so lu te  f i c t i ­
tio u s n e s s  p e r f e c t ly  c le a r .  The r e s u l t  o f  th e se  v a rio u s  p o s s ib le  endings i s  
a  com plete d i s in te g r a t io n  o f  th e  t r a d i t i o n a l  n o v e l, as th e  nove l d is so lv e s  
in to  a l t e r n a t iv e s  and th e  re a d e r  i s  l e f t  h o ld in g  n o th in g  d e f in i t e  o r re so lv e d .
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P r io r  to  t h i s  change o f  s k in ,  Freddy appeared  to  be a cab d r iv e r  who had 
bought a  s team er tru n k  f u l l  o f  J a v i e r 's  and E l iz a b e th 's  momentos and 
from th e se  had c re a te d  h is  b o u rg eo is  f i c t i o n ,  a ss ig n in g  th e  v a rio u s  ro le s  
to  th e  Monks. F u e n te s ' method i s  to  t e a r  down th e  t r a d i t i o n a l  novel form, 
r e b u i ld  i t  as fa n ta sy  in  i t s  c r e a to r 's  h ead , th en  com pletely  d e s tro y  i t  
a g a in . This d e s tr u c t io n  and d is o rd e r  h in ts  a t  th e  p o s s i b i l i t y  o f  i t s  
r e b i r t h .
C arlos Fuentes speaks o f  th e  p u re  f i c t i o n a l i t y  o f  h is  work; Cambio 
de p i e l  i s  a  fa n ta s y  c re a te d  in  F red d y 's  mind and th e n  i t s  v a l id i t y  i s  
d estro y ed  when we see  him lo cked  up in  an in san e  asylum . But one must n o t 
fo rg e t  t h a t  F red d y 's  e x is te n c e  and lik e w ise  th e  e x is te n c e  o f  th e  asylum 
a re  only  f i c t i o n a l .  F red d y 's  madness i s  th e  c re a t io n  o f  f i c t i o n s ,  and th e  
p s y c h ia t r i c  s t a f f  o f  th e  i n s t i t u t i o n  i s  t r y in g  to  make him abandon th e se  
f a n ta s ie s .  "Cuando alguno de n o s o tro s ,  p a ra  su  d e s g ra c ia , h a b la , e l lo s  se 
r i e n  y  d icen  que es p u ra  im ag inacion  . . .  Entonces no t e  dan de comer, 
dragona, p a ra  que no ten g as  p e s a d i l la s  in d ig e s ta s ."  (p . ^39-4^0). Fuentes 
has e n v is io n ed  a  new C h r is t  s u f fe r in g  f o r  th e  s in s  o f  th e  w o rld , b u t th e  
a u th o r i t i e s  fe e d  him and p u t him in  a  padded c e l l  to  r e s t r a i n  h is  an gu ish . 
T his i s  a c o n f l i c t  o f  th e  in d iv id u a l 's  p r iv a te  fe e l in g s  a g a in s t  th e  w o rld , 
th e  h i s t o r i c a l  c o n f l i c t  between a man and h is  r e a l i t y .  As Fuen tes s a y s ,
" . . .  l a  im ag inacion  es id é n t ic a  a  sus d e se o s , y  e s ta s  imagenes son so lo  
l a  a s p ira c io n  de mis p e rs o n a je s ;  es  d e c i r ,  su  u n ica  l i b e r t a d  p o s ib le ."  
( i r a g o r ry  , rev iew  o f  Cambio de p i e l , p . v i i ) .
In  t h i s  s e n s e , Freddy Lam bert, a lthough  a f i c t i o n ,  sym bolizes th e  
new w r i t e r ,  and in  t h i s  way on ly  may he be i d e n t i f i e d  w ith  C arlos F u e n te s , 
and w ith  th e  o th e r  w r i te r s  who i n s i s t  on th e  f i c t i o n a l  n a tu re  o f  f i c t i o n
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and i t s  a b i l i t y  to  make us q u e s tio n  r e a l i t y .  Freddy Lambert may a lso  be 
th e  r e a d e r ,  in  th e  sense  th a t  th e  l a t t e r  a ls o  must use  h is  im ag in a tio n  to  
q u e s tio n  r e a l i t y  and to  c re a te  h is  own new v e rs io n s  o f  i t .  Only in  t h i s  
way can one escape th e  co n fin in g  l im i ta t io n s  o f  o ld ,  ex h au sted , bourgeo is 
r e a l i t i e s  and c r e a te  new r e a l i t i e s .  The w orld  r e s i s t s  t h i s ;  i t  i s  th e  
p r i s o n - l ik e  in san e  asylum . Freddy Lambert may r e a l l y  be th e  only  sane 
one , and th u s  th e  w r i te r  and th e  lec to r-m acho  may a ls o  be th e  only  sane 
o n es, f in d in g  th e  o n ly  p o s s ib le  freedom in  t h e i r  im ag in a tio n s .
The u n iv e r s a l  e f f o r t  to  d is t in g u is h  betw een l e  r e a l  and lo  
i r r e a l , s tro n g ly  re m in isc en t o f  La v id a  es sueho by C alderon , i s  an 
im p o rtan t a sp e c t o f  t h i s  n o v e l. While th e  t r a d i t i o n a l  novel gave a 
f a l s e  and l im i te d  p ic tu r e  o f a supposed r e a l i t y ,  th e  new novel shows 
t h a t  a r t  can be a  means o f  deform ing r e a l i t y — through  such tech n iq u es  
as c h a o tic  n a r r a t io n — in  o rd e r t o  a r r iv e  a t  a  new and more v ia b le  r e a l i t y .  
F red d y 's  p e rc e p tio n s  seem to  l i e  on many d i s t i n c t  p lan es  o f  r e a l i t y :  th e  
ep ig raphs c a r ry  th e  most v e r i s im i l i tu d e ;  th e  h a u l and th e  Monks and 
E l iz a b e th 's  v i s i t  t o  Freddy in  th e  asylum seem f e a s ib le ;  w h ile  th e  f la s h ­
backs which a re  employed to  ex ten d  th e  s p a t i a l  and tem poral t e r r i t o r y  o f  
th e  no v e l seem ap o cryphal d e s p ite  th e  f a c t  t h a t  th ey  a re  h e a v ily  deci® ented. 
On th e  most rem ote l e v e l  o f  r e a l i t y  a re  ev en ts  such as th e  one d ea lin g  
w ith  Jeanne F ery : " S e r îa  l a  imagen de Jeanne Fery que ay er fue ex o re izada
en Mons: . . .  Jeanne h a  e s ta d o  p o se id a  p o r ocho demonios e n tre  1573 y 1585." 
(p . 1 0 7 ).
These v a ry in g  le v e l s  o f  r e a l i t y  a re  Fuentes ' a ttem p t to  d e p ic t  th e  
com plex ity  o f  o u r w o rld ; th e re  i s  no d e f in i t iv e  norm o f  r e a l i t y  th a t  i s  
adequate  and th u s  th e  "no v ela  a b ie r ta "  i s  o f  c r i t i c a l  im portance ,
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v e rs io n s  o f  r e a l i t y  must be c re a te d  i f  men a re  to  f r e e  them selves from 
th e  o f f i c i a l  b o u rg eo is  r e a l i t y  which a t  th e  p re s e n t  tim e i s  showing i t s  
m oral b an k ru p tcy ; i t  i s  a  m oral bankrup tcy  in  th e  sense  t h a t  i t  o f f e r s  
no r e a l  meaning f o r  e x is te n c e .
As Jo se  S ïd l ip  Pacheco w r i t e s ,  -them atic re n o v a tio n s  c a l l  fo r  
m o d if ic a tio n s  o f  form , "When an au th o r abandons th e  throes of y e s te rd a y  
and a tte m p ts  to  e x p re ss  a  more complex and c o n tra d ic to ry  r e a l i t y  th a n  
th a t  which p reo ccu p ied  o th e r  w r i t e r s , he has tO lo o k  f o r  new f& m s  and 
s t r u c tu r e s  which a llo w  for t h i s  expression, ("I# hora d e l l e c t o r , "
R e v is ta  de l a  U niversid a d  de M exico, Wo, l 6 ,  1 2 , p. Ip ), % e  gUGcess o f  
Cambio de p i e l  i s  l a r g e ly  dependent upon s t r p e t w e , an in s tn m e n t  th a t  
modern n o v e l is ts  a re  tra n sfo rm in g  into a v ti^  f l e x ih le  afld creative form .
I t  i s  one o f  th e  l i t g r a g y  re so u re e s  t h è t  must he e l i c i t e d  to  i t s .  f u l l e s t .  
The s t r u c tu r e  complements th e  g e sttn t, for on ly  at the e»d of Cambio de 
p i e l  do we f u l l y  appreoiate th e  w@rk& the open structure i s  the th em a tic  
meaning o f  th e  n o v e l. The in te n t io n s  of the author determine th e  s t r u c tu r e  
to  be u sed . Thus i t  ig  neither arbitrary nor capricious.
R eaders o f  today must be receptive to th is  type of in n o v a tio n , 
t o  t h i s  p ro g re s s iv e  narrative omple%ity. Although Cambio de p i e l  may n o t 
s a t i s f y  form er conceptions Of vhat the novel should be, as many o f  th e  
new novels  may f a i l  to do, i t  ought not to be judged m erely a f a i l u r e .  The 
c r i t i c  must examine just vhat i t  i s  that the author has proposed to  do, 
and to  what e x te n t he has succeeded in  obtaining h is g o a l. I t  has been 
seen  h e re  t h a t  structure is  an integral pert o f the ^ o l e  o f  Cambio de 
p i e l ; th u s  F u e n te s ’ d efin ition  that the new novel i s  "m ito , lenguaj© , 
y  e s t r u c tu r a "  has been sa t is f ie d  so far.
CHAPTER I I I  
MYTHOLOGY
The north i s  o f  c r i t i c a l  inç)ortance to  th e  new L a tin  American 
novel because i t  p o sse sse s  th e  c a p a b i l i t i e s  o f  n e g a tin g  dead and 
o p p re ss iv e  h i s t o r y ,  th u s  le a d in g  tow ards a  new and v i t a l  sen se  o f  
lo  r e a l .  ̂ A norbhology shou ld  have th e  power o f  p re s e n tin g  p ro d u c tiv e  
i d e a l s ,  b u t th e  myths o f  Mexico have been o p p re ss iv e  ones t h a t  only  
se rv e  to  augment th e  power o f  th e  t r a d i t i o n a l  b o u rg e o is .
W hile Mexico abounds i n  iqyths, th e y  se rv e  l a r g e ly  t o  e x e rc is e  
a n e g a tiv e  fo rc e  upon th e  p e o p le . ^  M alinche , e l  machismo, and e l
s a c r i f i c i o  a re  l a r g e ly  n e g a tiv e  id e a s  w hich g iv e  r i s e  to  s u s p ic io n , 
f e a r  and m is t r u s t .  Mexico, s u f f e r s  from  a  la c k  o f  renew able m yths; 
th e  ones she has now. a re  s o l i d i f i e d ,  unchanging and n o t f r u i t f u l .  The 
b o u rg eo is  n o v e l and th e  bou rg eo is  s o c ie ty  i n  t h e i r  c e n tu r ie s  o f  dominance 
have f a i l e d  t o  supp ly  t h i s  v i t a l  q u a l i ty .
The A ztec c i v i l i z a t i o n ,  w hich was cap ab le  o f  p ro v id in g  h e r  people  
w ith  g r ip p in g  and demanding m y th o lo g ies , has been  f l a t t e n e d  by th e  s t ru c tu re d  
s o c ie ty  and r e l ig io n  o f  th e  co n q u ero rs . There a re  s t i l l  t e l l - t a l e  s ig n s
o f  th e  once g re a t  ind igenous m y th o lo g ie s , however:
M ojaste  lo s  dedos, d ragona , en una de l a s  dos enormes p i l a s  
b a u tism a le s  a  l a  e n tra d a . Te v i  s o n r e i r  a n te  e sa  in co n g ru en c ia  
f a n t a s t i c a :  no e ra n  s in o  u m a s  de p ie d ra  in d x g en as , v i ^ a s ,
la b r a d a s , c o rro x d a s , a n tig u o s  d e p o s ito s  de lo s  corazonesi humanos 
a rran cad o s  p o r e l  p e d e rn a l en lo s  s a c r i f i c i o s  de Cholula^. (p . 19)
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The s a c r i f i c e  m ythology i s  a  s tro n g  theme in  Cambio de p i e l ,  f o r  
i t  appears  in  P a r t  I  i n  th e  C ortes e ra  and i t  i s  p re s e n t  a t  th e  co n c lu sio n  
o f  th e  book, when Franz i s  s a c r i f i c e d  ben ea th  th e  pyram ids a t  C holula f o r  
h is  war c rim es. "Es e l  s e n t i  do mexicano de l a  n o v e la . Por eso  culm ina 
a h i ,"  s t a t e s  F u en tes . (" S itu a c io n  d e l e s c r i t o r , "  p . 1 1 ).
The n y th  o f  X ochicalco i s  a p reo ccu p a tio n  o f  J a v i e r 's  p o e try  f o r  
i t  prom ises c o n t in u i ty :  " . . .  e l  f r i s o  de X ochicalco  es  una s o la  s e rp ie n te  
un c i r c u lo  de s e r p ie n te s ,  s in  p r in c ip io  n i f i n  . . .  " (p . 3 8 ). And Freddy 
observes t h a t  X ochicalco  does re p re s e n t  som ething t h a t  mankind d e s ir e s :  "Se 
me hace que todos queremos c e r r a r  n u e s tra s  v id a s ,  s a b e r  que e l  c i r c u lo  ha  
conclu ido  . . .  " (p . 6 5 ).
Cambio de p i e l  i s  a manual o f  modem E th o lo g y ;  th e re  a re  innum­
e ra b le  concep ts which appear as n y th o lo g ie s  in  t h i s  book. Machismo i s  seen  
as a  n y th  when J a v ie r  say s : "Creo que la s  m ujeres m exicanas han inven tado  
e l  m ito  d e l  machismo p a ra  enganar a lo s  hom bres." (p . iBo). Machismo has 
an accompanying nqrth, t h a t  o f  th e  man who p o sse sse s  one woman and y e t f e e ls  
com pelled to  s t i l l  sea rc h  f o r  ^  Mu.jer. J a v i e r 's  w ife  E liz a b e th  must p re te n d  
to  be a  s t r a n g e r  a t  a  p a r ty  so t h a t  J a v ie r  may f e e l  e x c ite d  by h e r :  "Como
s i  yo f u e r a ,  o t r a  v e z , l a  e x tra h a . Una m ujer p o r c o n q u is ta r . Una m ujer 
nueva. Una m ujer p o r d e s c u b r i r ."  (p . 2 k 3 ) . And J a v ie r  d e sc rib e s  th i s  n^yth 
which h o ld s  such a g r ip  on him: "Mi e s t e l a  a t i c a ,  l e ja n a  e in m o v il, pausada
e in a s i b l e ,  c irc u n sp e c ta  y  t o t a l ,  m ujer que p o d ia  c o n ten e r todos mis deseos 
de v a r ie d a d , mi p o l i garni a m enta l . . .  " (p . 25T).
A ll  o f  th e  fo u r  p r in c ip a l  c h a ra c te rs  have c re a te d  p e rso n a l n y th s  
t o  h e lp  them a cc e p t t h e i r  e x is te n c e . J a v ie r  has f a b r ic a te d  th e  s to ry  t h a t  
he works f o r  a  t e l e v i s io n  s t a t i o n ,  b u t he i s  a c tu a l ly  a  m inor U nited  N atio rs
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b u re a u c ra t who a lso  does some te a c h in g . Franz l iv e s  in  an i l l u s io n  o f  
j u s t i f i c a t i o n ,  a ttem p tin g  to  convince h im se lf  th a t  o th e rs  cannot Judge 
him g u i l ty .  I s a b e l  has f i l l e d  h e r  w orld  w ith  Coca Cola and pop re c o rd s :
"Es que s in  mi to c a d isc o s  p o r t a t i l ,  de p ian o  no v ia jo .  Y a donde lle g u e  
en seg u id a  p ido  mis c o c a s ."  (p . lU j) .  P e p s ic o a tl  i s  th e  c lo s e s t  th in g  
to  an ind igenous myth t h a t  has ev er touched  h e r  l i f e .
E liz a b e th  i s  th e  c h a ra c te r  most obv io u sly  in v o lv ed  w ith  a  contem­
p o ra ry  nQTthology. In  P a r t  I I ,  an in c re d ib le  amount o f  d e t a i l  i s  ençloyed  
to  c re a te  a  p a s t  f o r  E l iz a b e th . She i s  supposed to  be a  c h a ra c te r  f o r  
whom Freddy i s  c o n s tru c tin g  a p a s t ,  and he u ses every  p o s s ib le  m inute 
d e t a i l  in  an a ttem p t to  g iv e  h e r  f a b r ic a te d  p a s t  v a l id i t y :
S e n t is te  sobre  e l  r o s t r o  es.e c a lo r  humedo, m ezdado  con lo s  o lo re s  
que siem pre a s o c ia r ia s  a B .A ., l a  n a f ta  de lo s  automov i le s  a rg e n tin e s , 
que no se  p a rece  a  ninguna o t r a  g a so lin a  d e l mundo y  que es e l  o lo r  
mas seguro  de l a  c iu d ad , mas que e l  de l a s  tie n d a s  y  lo s  r e s ta u r a n te s ,  
o lo r  de l in o s  y  la n a s  y c u e ro , o lo re s  de p iz z a  r e c a le n tada , de p a r r i l -  
l a d a s ,  de ch o rizo  f r i t o ,  de c h in c h u l in e s , e l  le v e  o lo r  de lo s  he lados 
re c u b ie r to s  de ch o co la te  y p o r encim a, o d e n tro , de to d o , e l  o lo r  que 
v ien e  de la s  d a rsenas d e l p u e r to :  a lq u i t r a h ,  carb o n , v ap o r, cam e
congelada . . .  (p . 1 2 4 ).
T his i s  on ly  a  sm all f r a c t io n  o f  th e  abundant d e t a i l  which Freddy 
u t i l i z e s  t o  a n g l i fy  v a rio u s  p e rio d s  o f E l iz a b e th ’s l i f e .  But even th e  o th e r  
c h a ra c te rs  r e a l i z e  t h a t  th e re  i s  an apocryphal q .u a li ty  about h e r  s to r y ,  and 
a re  n o t i n te r e s t e d  in  h e lp in g  c re a te  h e r  f i c t i o n .  While p la y in g  dominoes 
w ith  J a v i e r ,  E liz a b e th  a ttem p ts  to  e la b o ra te  on h e r  f i c t i t i o u s  honeymoon 
in  G reece:
-iC u an to  tiem po pasamos en F a la ra k i?
- E l  que q u ie r a s . Eunca estuvim os a l i i .  Ju eg a , p o r fa v o r , (p . 314).
Because o f  h e r  c o n s ta n t e f f o r t s  to  c re a te  a  p a s t  and a  v ia b le  E t h ­
o logy f o r  h e r s e l f ,  E liz a b e th  i s  th e  most p a th e t ic  personage in  th e  book. She 
i s  fo re v e r  caught up in  h e r  l i e s  and has to  r e v e r t  back  to  h e r  f i c t io n s  to  
be su re  t h a t  she even e x i s t s .  As F uen tes w r i te s ,  t h i s  i s  "La c re ac io n  de
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un le n g u a je  novelesco  como p rueba d e l s e r . "  (La nueva novela  h isp an o - 
amer ic a n a , p . 6 5 ) . She never r e a l i z e s  h e r s e l f  as a  p e rso n  and f o r  h e r 
th e  w orld  never seems r e a l :  " . . .  e l  mundo se  llam a Paramount P ic tu re s  
P r e s e n ts ."  (p . 8 5 ) .
Cambio de p i e l  i s  a c r i t i c i s m  o f  th e  t r a d i t i o n a l  novel and th e  
s t a t i c  s o c ie ty  which i t  r e f l e c t s ;  i t  i s  a lso  a  c r i t i c i s m  o f  one o f  th e  
p r in c ip a l  m ythologies o f  our tim e : th e  Hollywood cinem a. This mythology
o f th e  cinema pervades our l i v e s ,  b u t i t  i s  no t p ro d u c tiv e . The wrong 
id e a l s  a re  b e in g  em ula ted , f o r  th e y  a re  th e  shallow  id e a l s  o f  th e  movie 
w orld  o f  th e  Tw enties and T h i r t ie s  a t  a  tim e when H ollyw ood's fu n c tio n  
was to  d i s t r a c t  America from h e r  m isery .
In  d e p ic t in g  t h i s  mythology o f  th e  f i lm , Fuentes has in c lu d e d  i n  
th e  c e n te r  o f th e  S panish  language e d i t io n  o f  Cambio de p i e l  two s e c tio n s  
o f p ic tu r e s  which a re  e x tr a c ts  from  o ld  m ovies. In  th e  f i r s t  s e c t io n  a re  
p ic tu r e s  o f John G a r f ie ld , John Barrym ore, Joan Crawford and an u n id e n t i f ie d  
p ic tu r e  o f  a bearded  a c to r .  The second s e c tio n  o f  p ic tu r e s  b eg ins w ith  a  
photograph o f  th e  w icked D r. C a l ig a r i  and h is  sonam bulant C esare from  a  
1920 German e x p re s s io n is t  s i l e n t  f i lm . T his i s  fo llo w ed  by a  s t r e e t  scene 
w hich co u ld  be from any one o f  sco re s  o f  war m ovies; Joan  Crawford g rip p in g  
th e  b a rs  o f  h e r  p r is o n  c e l l  f in i s h e s  th e  i l l u s t r a t i o n .  These p ic tu r e s  have 
n o t been touched  upon by c r i t i c s ,  a p p a re n tly , y e t  th e y  a re  th e  m a te r ia l  w ith  
which Freddy c o n s tru c ts  h is  f i c t i o n s .  They cou ld  be th e  b lu e p r in ts  f o r  h is  
c h a r a c te r s .  They c o n s t i tu te  E l iz a b e th 's  m ythology, w h ile  J a v ie r  s t i l l  lo o k s  
to  Greece f o r  h is  n y th o lo g y . Yet th e se  f i lm  p e r s o n a l i t i e s  a re  n e a r ly  as 
i n s ig n i f i c a n t  now as F red d y 's  c h a r a c te r s :  few o ld  p e o p le , even p eop le  who
have sp en t t h e i r  e n t i r e  l iv e s  i n  th e  movie th e a t r e  b u s in e s s ,  can id e n t i f y  
th e s e  p ic tu r e s  to d ay .
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In  a tte m p tin g  to  d e p ic t  th e  fa ls e n e s s  o f  t h i s  contem porary
nQrthology, Fuentes has devoted  e n t i r e  long  parag rap h s o f  Cambio de p i e l
to  n o s ta lg ic  la u d in g  o f  th e  p a s t  g r e a t s ,  w hether o f  th e  U nited  S ta te s  o f
America o r  fo re ig n  f i lm  c o n ç a n ie s :
P ro y ec tab an , s in  a n u n c ia r ia s , de s o rp re s a , v ie ja s  p e l ic u la s  a rg e n tin e s  
que t e  d iv e r t ia n  mucho. Melodpamas t e r r i b l e s , con muchos ta n g o s , con 
mucha n o s ta lg ia  de l a  b e l l e  époque d e l C en ten a rio , con mucho fo lk lo re  
de lo s  b a r r io s  p o r tu a r io s  . . .  haber venido .. . .  a  v e r  p e l i c u la s ,  F lo ren  
D elbene, T i ta  M ere llo , T res hombres d e l r i o , M n i M arsh a ll, E steban  
S e rra d o r , S an tiago  Gomez Cou, Los o.jos mas lin d o s  d e l mundo, E nrico  
Muifio, Angel Magana . . .  (p . 125 ).
TJae shallow ness o f  th e  f i lm  s to r i e s  i s  e v id e n t in  t h i s  p assag e ;
A M arlene D ie t r ic h ,  c la r o ,  l a  d e sc u b r is te  en E l an g e l a z u l , eso  lo  
re co rd ab as  hoy, hace un momento, a h o ra , con Emil Ja n n in g s , donde 
e l l a  se  se n ta b a  a c a n ta r  a h o rc a ja d a s , con un som brero p la te a d o  y 
la s  m édias n e g ra s ; n o , nunca a c tu a ro n  ju n ta s  e l l a  y  l a  Garbo. La 
Garbo e n tr é  e n v u e lta  en zo rro s  a l  Gran H ote l donde John Barrymore 
fumaba y se p aseaba  con e l  p ijam a de seda  n eg ra  . (p . 133 ).
When Franz i s  t r y in g  to  t e l l  E liz a b e th  o f f in d in g  th e  dead dw arf 
i n  h is  room, she c o n s is te n t ly  r e l a t e s  t h i s  r e a l i t y  w ith  f ilm s  she remem­
b e rs :
. . .  Ya lo  s e . Ya lo  v i .  C a lig a r i  y  e l  sonambulo se  p ie rd e n  en un
la b e r in to  b ia n co . Ho t ie n e s  que con tarm elo , F ra n z , ya  lo  s e ..............
lYa l o  s e l  . . .  lYa v i  a H o sfe ra tu , s in  ed ad , b a ja r  de cabeza , como 
una l a g a r t i j a ,  p o r lo s  c o n tra fu e r te s  d e l c a s t i l l o J  (p . lU l) .
Even I s a b e l ,  upon e n te r in g  C h o lu la , compares th e  c o u n try s id e  w ith  what she 
has seen  b e fo re  i n  f ilm s  : "Parece p a is a je  de p e l ic u la  d e l In d io  Fernan­
dez . . .  " (p . 2 6 1 ) .  The good way to  d ie  i s  compared w ith  " . . .  m o rirse  
joven  como James Dean y  John G a r f ie ld  y  Dylan Thomas y  Brendan Beehan . . .  "
(p . 26U).
Every con ce iv ab le  o b je c t  o f  to d a y  i s  seen  i n  r e l a t i o n  to  i t s
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c o u n te rp a r t  in  th e  cinema:
&Quien in v e n te  e l  te lé fo n o ?
Don Ameche. 
iLa lu z  e le c t r i c a ?
Spencer T racy. 
iLos s e r v ic io s  de p rensa?
Edward G. Robinson, (p . 316).
F uen tes i s  n o t making a  b la n k e t condemnation o f  th e  f ilm  in d u s try ;  
he i s  c r i t i c i z i n g  h e re  th e  t r a d i t i o n a l  and s t a t i c  form t h a t  f a l s e ly  d e p ic ts  
r e a l i t y ,  and encourages people  l i k e  E liz a b e th  never to  pass beyond th e  
t r i v i a  o f  ad o lescen ce .
W hile Fuentes shows v e ry  p la in ly  th e  n e g a tiv e  c o n tr ib u tio n s  and 
th e  l im i t a t i o n s  o f  th e  n^ythologies which a f f e c t  Mexico to d a y , he p o s i t s  
no a l t e r n a t iv e  in  t h e i r  p la c e . He p re s e n ts  a  l i b e r t i n e  "pop ngrthology" 
which would be "La v e rd ad era  l i b e r t a d  de a c e p ta r  to d as  la s  p o s ib i l id a d e s  
d e l hombre."  (p . 387 ) . In  Cambio de p i e l , th e re  a re  innum erable pop 
so n g s, newspaper a r t i c l e s ,  p u b lic  f ig u r e s ,  e t c . ,  which a re  r e f e r r e d  to  
as " c l a s ic o s ."  There i s  an e n t i r e  "p o p -p o u rri"  o f contem porary even ts  
which a re  l e n t  a  c e r ta in  amount o f  im portance sim ply by b e in g  named 
re p e a te d ly . Yet th e re  i s  in  th e  nove l an im p l ic i t  c r i t i c i s m  o f  t h i s  pop 
c u l tu re  which i s  a  c o n s ta n t ,  sh allow  movement: "Alumbra su  c i g a r r i l l o  de
mota y aho ra  s i  nos vamos a l  la rg o  v i a j e ,  hombre, a  v o la r  a l t o ,  lo c o s , 
e sca rb an d o , h e c h iz o s , ritm eando , con eso  vamos, vamos, vamos, que l a  
c a r r e t e r a  es muy l a r g a ."  (p . k3b). The pop ny tho logy  i s  th e  e q u a lly  
bank rup t su cc e sso r to  Hollywood c u l tu r e ;  i t  a ls o  i s  a  p ro d u c t o f  bou rgeo is  
c u l tu r e .  Fuentes i s  c a l l in g  f o r  a  "new man"—w hole, e n t i r e ,  and h e ro ic — 
who can c o n fro n t and overthrow  th e  p e t ty ,  com fo rtab le  nryths o f  th e  modern 
W estern w orld  and dare  to  l i v e  w ith  u n c e r ta in t ie s  which a re  a ls o  new
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and v ia b le  p o s s i b i l i t i e s  o r  a l t e r n a t iv e s .  This a lso  in v o lv e s  communication 
and communion among th e  s o l i t a r y  men such as O ctavio  Paz d e sc r ib e s  in  
L ab erin to  de l a  so le d a d , whose id e a s  C arlos Puentes does fo llo w .
A s o c ie ty  w ith o u t a v ia b le  m ythology i s  a t  th e  n a d ir  o f i t s  e x is ­
te n c e  and y e t  in  Cambio de p i e l , "Parece que a s is tim o s  a  una enorme d e sm iti-  
f ic a c io n  . . .  P rev a lece  e l  m a l."  (Gustavo S a in e , "Cambio de p i e l , e l  mas 
a l to  documento l i t e r a r i o , "  p . i x ) .  The e x is t in g  n y th o lo g ie s  a re  seen  to  
be in ad eq u a te  and y e t  Fuentes su g g es ts  no a l t e r n a t iv e  to  r e p la c e  them . He 
on ly  documents t r a n s i e n t  and n o v e l phenomena th a t  do n o t s u f f i c e .  The 
burden  i s  on th e  re a d e r  to  de term ine  w hat c o n s t i tu te s  a  v ia b le  and a p p li­
cab le  m ythology f o r  our tim e s . Of th e  m u ltitu d e  o f  p o s s ib le  c h o ic e s , th e  
r e a d e r  must s e le c t  p r i o r i t i e s  and a ttem p t t o  c o n s tru c t  a  m ythology f o r  him­
s e l f .
W ith s p e c ia l  re fe re n c e  to  th e  Mexican r e a d e r ,  P uentes i s  im ply ing  
t h a t  he has th e  ta s k  o f  ta k in g  p a r t  in  a  c o l le c t iv e  im a g in a tiv e  e f f o r t  t o  
c a s t  o f f  th e  o ld ,  ind igenous and c o lo n ia l  m y th o lo g ie s , as  w e ll as th e  new 
im ported  ones from Hollywood and th e  in te r n a t io n a l  pop c u l tu r e .  Then 
Mexico w i l l  be in  a p o s i t io n  to  c r e a te  new m ytho log ies which a re  v ia b le  
f o r  Mexico and h e r  p e o p le . In  th e  20 th  Century t h i s  problem  has p reoccu­
p ie d  many Mexican w r i t e r s ,  and P uen tes h im se lf  can p ro v id e  no e a sy  answ er. 
But th e  purpose o f  th e  novel i s  t o  make h is  countrymen s to p  d e lu d in g  them­
s e lv e s  w ith  v e rs io n e s  caducas o f  r e a l i t y  in  o rd e r  to  c o n fro n t th e  problem  
h e r o ic a l ly .
CHAPTER IV 
LANGUAGE
A ccording to  C arlos F u e n te s , th e  most u rg e n t u n d e rtak in g  o f  th e  
L a tin  American w r i te r  i s  to  d e s tro y  an o ld  language o f  th e  b o u rg e o is , 
c re a te  a new one and make th e  no v e l th e  v e h ic le  f o r  t h i s  change. "C ar- 
p e n t i e r ,  C o rta z a r , Vargas L lo sa , Sarduy, G arcia  M arquez, Lezama Lima, 
C abrera  I n f a n te ,  Donoso, S a in z , Fernandez, P uig  han cen trad o  l a  n ovela  
la tin o a m e ric a n a  en e l  le n g u a je  porque p a ra  un h ispanoam ericano , c re a r  
un le n g u a je  es c re a r  un s e r .  E l h ispanoam ericano no se  s ie n te  dueno de 
un le n g u a je , s u f re  un le n g u a je  a je n o , e l  d e l  c o n q u is ta d o r , e l  d e l  sen o r , 
e l  de l a s  acad em ias .” (La nueva n ovela  h isp an o am erican a , p . 8 l ) .
The L a tin  American n o v e l i s t  can be a  t r u e  r a d ic a l  by  c r i t i c i z i n g  
th e  t r a d i t i o n a l  language o f  L a tin  America which was th e  b a se  o f  com placent 
c e r t a i n t i e s .  The w r i t e r  and th e  language he chooses can change th e  s t r u c ­
tu r e  o f  language in to  d is c o u rs e , even t and p ro cess  w hich can le a d  to  th e  
c r e a t io n  o f  a  new language w ith  new p o s s i b i l i t i e s  o f  e x p re ss io n . C arlos 
Fuen tes c r e a te s  a l i n g u i s t i c  r e a l i t y  w ith  th e  s t r u c tu r e  o f  th e  t y p ic a l  
b o u rg eo is  n o v e l. Then he makes language double back on i t s e l f  and q u e s tio n  
t h a t  s t r u c tu r e .  Poking h o le s  in to  t h i s  s t r u c tu r e  and r a i s in g  new possi-i 
b i l i t i e s  c o n s t i tu te s  th e  d is c o u rse . S ta t i c  and a p p a re n tly  c o n c re te  ev en ts  
form th e  s t r u c tu r e ;  th e  p ro cess  comes i n  frag m en tin g , r e a r ra n g in g , ques­
t io n in g  and d e s tro y in g  th o se  s t r u c tu r e d  e v e n ts . R e a l i ty ,  o r  an  approach
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to  i t ,  may l i e  betw een th e  l i n g u i s t i c  s t r u c tu r e  and th e  l i n g u i s t i c  ques­
t io n in g .  T his i s  why language canno t r e a l l y  be s e p a ra te d  from s t r u c tu r e  
in  Cambio de p i e l  excep t as we have done f o r  purpose o f  a n a ly s is .  Once 
th e y  a re  analyzed  s e p a r a te ly ,  th e y  must be viewed as a  l i n g u i s t i c  w hole.
I t  u l t im a te ly  a l l  becomes language c o n s ta n tly  q u e s tio n in g  i t s e l f ,  as i t  
s t r iv e s  t o  approach r e a l i t y .  F uen tes w r i te s :
De e s ta  m anera, l a  l i t e r a t u r a  aseg u ra  l a  c ir c u la c io n  v i t a l  que l a  
e s t r u c tu r a  req u ie re  p a ra  no p e t r i f i c a r s e  y  que e l  cambio n e c e s i ta  
p a ra  te n e r  c o n c ie n c ia  de s i  mismo. Ambos m ovim ientos se  conjugan de 
nuevo en uno s o lo : a firm a r en e l  le n g u a je  l a  v ig e n c ia  de todos lo s
n iv e le s  de lo  r e a l .
E s ta  fu n c io n , l a  mas e v iden te  pero  tam bién l a  mas com pleja de l a  
l i t e r a t u r a ,  es p o s ib le  con p a r t i c u l a r  in te n s id a d  en H ispanoam erica 
porque n u e s tro  verdadero  le n g u a je  . . .  e s ta  en p roceso  de d e sc u b r ir se  
y  de c re a rs e  y ,  en e l  a c to  mismo de su  descubrim ien to  y c re a c io n , 
pone en ja q u e , re v o lu c io n a r ia m e n te , to d a  una e s t r u c tu r a  econôm ica, 
p o l i t i c a  y s o c ia l  fundada en un le n g u a je  v e r tic a lm e n te  f a l s o .  (La 
nueva n ovela  h isp an o am erican a , pp. 9 ^ 9 5 ) .
In  d is c u s s in g  h is  own w ork, Fuentes s t a t e s ,  "He e le g id o  p e rs o n a je s , 
argumente y  s i tu a c io n e s  in s ig n i f ic a n te s  p a ra  concéder una a b so lu ta  l i b e r t a d  
a  lo  û n ico  que me im portaba: e l  le n g u a je ."  (Corrado S ta j ia n o ,  "E l p rovo - 
cador c o sm o p o lita ,"  t r a n s .  by A la ide Foppa, E x c e ls io r , Nov. 5 , 19^7, p . 3 ) . 
Freddy Lambert i s  i n  th e  a c t  o f  c r e a t in g  a  r e a l i t y  which i s  p u re  f i c t i o n ,  
and language i s  th e  to o l  which he employs in  r i c h ,  heavy d e t a i l .  But Freddy 
w i l l  n o t develop in to  a  g re a t  n o v e l i s t ;  he i s  th e  bou rg eo is  n o v e l i s t  t h a t  
Fuentes c r i t i c i z e s  th ro u g h o u t t h i s  work. In  h is  a t t e n t io n  to  language and 
t r i v i a l  d e t a i l ,  he has c re a te d  vague c h a ra c te rs  which he remembers from 
o th e r  p a s t  f i c t i o n s .  He i s  th e  b o u rg eo is  n o v e l is t  p a r  e x c e lle n c e ; h is  
im ag in a tio n  i s  b an k ru p t.
Because o f  t h e i r  l i t e r a r y  in s ig n i f ic a n c e ,  th e  c h a ra c te rs  s u f f e r  a 
la c k  o f  s tro n g  i d e n t i t y ,  and d o b la je  abounds. I t  i s  no co in c id en ce  th a t
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I s a b e l  and E liz a b e th  b e a r  two forms o f  th e  same name; th e y  can be th e  
same woman. "Cada p e rso n a je  es o t r o ,  e l  y  su  m ascara . . .  " (p . 309).
The women a re  in te rc h a n g e a b le  ; Freddy Lambert " . . .  e s t a  po tenciando  en 
E liz a b e th  p o s ib i l id a d e s  de I s a b e l  y v ic e v e rs a . . . .  E l iz a b e th  es lo  que 
I s a b e l  puede s e r  y que ^  debe s e r  a l  mismo tiem p o ."  (" S itu a c io n  d e l 
e s c r i t o r , "  p . 1 0 ) . While th e  two women c o n s t i tu te  one p a i r  o f  d o b la je s , 
Franz and J a v ie r  c o n s t i tu te  a n o th e r : "Cambio de p i e l  es una n o v e la  sobre
inm inencias ro m an tica s : e l  mundo d é f in ido p o r l a  p e rcep c io n  in d iv id u a l
es a b e r ra n te  y puede conducir a  l a  p o e s ia  o a l  c rim en ; a  J a v ie r  o a 
F ran z , que son dos r o s t r o s  d e l mismo su en o ."  (" S itu a c io n  .d e l e s c r i t o r , "
p . 1 1 ).
T his p e rv ad in g  sense  o f  dobla.je i s  l a r g e ly  dependent on th e  
am biguity  o f  th e  l i n g u i s t i c  s t r u c tu r e  in v o lv e d . F red d y 's  ad d ress  to  
" l a  n o v i l le r a "  in d is c r im in a te ly  b len d s  w ith  h is  d ia lo g u e s  to  " la  d ragona ."  
And w h ile  Freddy Lambert e n d le s s ly  p re s e n ts  ep isode  a f t e r  ep isode  to  
c re a te  a c o n c re te  p a s t  fo r  h is  c h a r a c te r s , a l l  th e  ep iso d es  a re  permu­
t a b l e .  The work i s  l i k e  a  la rg e  m osaic, and a l l  th e  p ie c e s  o f  th e  
m osaic—th e  c h a ra c te rs  and th e  ep isodes and th e  v io le n c e s — a re  i n t e r ­
changeable p ie c e s .  They sh a re  a  common ambiguous i d e n t i t y .  The v io le n c e  
o f  th e  Germans a g a in s t  th e  Jew s, th e  v io le n c e  o f  th e  b la c k  hoodlums a g a in s t  
E l iz a b e th 's  b ro th e r— a l l  th e se  th in g s  sh a re  a  common i d e n t i t y ,  f o r  th ey  
a re  one in g re d ie n t  t h a t  F red d y 's  l i t e r a r y  re c ip e  c o n s is te n t ly  c a l l s  f o r .  
Freddy i s  caught up in  th e  p a t te r n  o f  th e  b o u rg eo is  n o v e l and he does no t 
have th e  im a g in a tio n  to  c re a te  a  new n o v e l i s t i c  r e a l i t y .
His re c ip e  l ik e w ise  c a l l s  fo r  sex u a l p a s s io n . He m ates Franz w ith  
I s a b e l ,  he m ates F ranz w ith  E l iz a b e th , he m ates J a v ie r  w ith  I s a b e l  and th en
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w ith  E l iz a b e th , e x p e rien c in g  and m easuring th e  a r t i s t i c  v a l i d i t y  o f  th e  
v a rio u s  p o s s i b i l i t i e s .
At one p o in t  n ea r th e  end o f  th e  book Freddy seems to  mate J a v ie r
w ith  F ranz in  th e  tem ple :
Franz abrazo  a J a v ie r  p a ra  lu c h a r ;  J a v ie r  abrazo  a  F ranz p a ra  a c e rc a rse  
a e l l  lo s  cuerpos se  tre n z a ro n  y l a  lu c h a  y  e l  ace rcam ien to , l a  te n s io n  
e n tre  l a  fu e rz a  y l a  d e b ilid a d  se  d i s o lv io ,  l e s  d igo  que se  d is o lv io , 
en l a  mira d a , en lo s  b ra z o s , po r f i n  e n tre  lo s  m uslos y  lo s  v ie n tre s  
u n id o s , a p re ta d o s , m ien tra s  lo s  dos hombres se  m antenian abrazados en 
ese  t e r r i b l e  c o n tac to  que negaba su  in te n c iô n , en ese  abrazo  de v io le n -  
c ia  que se  c o n v e r tie  en re n u n c ia , de od io  que se  tr a n s f ig u ra b a  en 
deseo . . .  (p . 370).
This fu s ip n  i s  sym bolic r a th e r  th a n  se x u a l. Such a union  betw een J a v ie r ,
th e  p a s s iv e  i d e a l i s t ,  and F ran z , th e  a c t iv e  r e a l i s t ,  cou ld  c r e a te  an e n t i r e
and whole man.
In  Cambio de p i e l , Fuen tes i s  busy u s in g  language to  i l l u s t r a t e  th e  
f r a g i l i t y  o f  r e a l i t y .  He pokes a t  r e a l i t y ,  and what seems to  be r e a l  f a l l s  
in to  a  f i c t i o n  c re a te d  by th e  a u th o r Freddy. What we ta k e  to  be r e a l i t y  may 
only  be th e  in v e n tio n  o f  an o th er b e in g ; t h i s  theme i s  s tro n g ly  re m in isc e n t 
o f  "The C irc u la r  R uins" by B orges, and even d a te s  back f u r th e r  th a n  t h a t  
in  th e  H ispan ic  l i t e r a r y  h e r i ta g e  to  C alderon in  La v id a  es sueno . In  f a c t ,  
th e  p roposed  t i t l e  o f  t h i s  n o v e l was E l su eno . F uen tes b e a u t i f u l ly  ex p resses  
th e  ephem eral q u a l i ty  o f  r e s i l i ty  and f i c t i o n  in  th e  words o f  E l iz a b e th : 
"Parecemos un recu erd o  o una prem onicion de n o so tro s  mismos. E l e sp e jo  no 
r e f l e j a  n a d a ."  (p . 1 4 2 ).
Cambio de p i e l  i s  a  r e l a t i v e  t o  P i r a n d e l lo 's  S ix  C h arac te rs  in  Search 
o f  an A u th o r, in  th a t  i t  c u r io u s ly  ex p lo res  th e  a c t  o f  l i t e r a r y  c irea tio n . 
Fuentes has in  f a c t  r e f e r r e d  to  P ira n d e llo  as " e l  an g e l negro  que v u e la  sob re  
mis su efio s."  (Corrado S ta j ia n o , "E l provocador c o sm o p o lita ,” p . 4 ) .  The 
purpose o f  Cambio de p i e l , though , i s  to  c r i t i c i z e  th e  b o u rg eo is  nove l and
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show i t s  in a d eq u a c ie s . Fuentes h ig h ly  v a lu e s  th e  concept o f  " la  obra 
a b i e r t a , "  th e  work which s p i r a l s  in to  new re g io n s  o f  ev er w ider and 
deeper dim ensions and s ig n if ic a n c e .  The no v e l c re a te d  by Freddy which 
d e a ls  w ith  th e  two couples a t  C holu la  i s  n o t a g re a t  s to r y ;  th e  f a c t  th a t  
i t  i s  a  n o v e l w ith in  a  n o v e l len d s  t o  i t  g r e a te r  s ig n if ic a n c e . The re a d e r 
wonders what o th e r  p o s s i b i l i t i e s  may l i e  beyond t h i s  c r e a t io n .
C arlos F uen tes f e l t  a g re a t  p re o c cu p a tio n  w ith  "pop a r t "  du ring  
th e  c r e a t io n  o f t h i s  n o v e l, and has in deed  c re a te d  " p o p - l i t "  w ith  th e  
w r i t in g  o f  Cambio de p i e l . "P o p -a r t"  a ttem p ted  to  le n d  a r t i s t i c  v a l id i ty  
to  th e  common-place; food molds o f  p l a s t i c  found t h e i r  way in to  a r t  
museums. "Los p ro ced im ien tos de Cambio de p i e l  han n ac id o  de e sa  in te n c iô n  
de le g i t im a r  to d a  l a  v u lg a r id a d , e l  exceso y  l a  im pureza de n u e s tro  mundo, 
de qu it a r le s  e l  mal o lo r  p e y o ra tiv o  que p e rm ite  a  n u e s tra s  'a r i s t o c r a c i a s ' 
a lz a r  l a  n a r iz  a l  c i e l o ."  (" S itu a c io n  d e l  e s c r i t o r , "  p . lU ). Ey l e g i t i ­
m izing  a l l  t h i s ,  in s te a d  o f  ex c lu d in g  i t  from  " r e a l i t y "  as bou rgeo is  c u l tu r a l  
id e a ls  do , i t  can th e n  be  examined and q u e s tio n e d . O th erw ise , e s s e n t i a l  
p a r t s  o f  r e a l i t y  a re  ig n o re d , and th e r e f o r e  cannot be  e v a lu a te d . Pop a r t  
i s  a  symptom o f  th e  breakdown o f  t y p ic a l  bou rg eo is  m ytho log ies ; th u s  C arlos 
F u e n te s ' p reo ccu p a tio n  w ith  i t .  I t  was e x a c tly  t h i s  v u lg a rid a d  th a t  caused 
Cambio de p i e l  to  be censu red  in  S p a in , "Por l a  abundancia  de p a la b ra s  
soeces y p o r l a  m orbosidad de la s  d e s c r ip c io n e s ." ("F uen tes y  l a  censura  
e sp a fio la ,"  Mundo Nuevo, No. 17 , p . 9 0 ). This i l l u s t r a t e s  th e  t y p ic a l  b ou r­
g eo is  m oral a t t i t u d e  and b lin d n e ss  which F uen tes s t ru g g le s  a g a in s t .
Because Cambio de p i e l  i s  a  nove l which e x i s t s  l a r g e ly  to  ex p lo re  
th e  p o s s i b i l i t i e s  o f  language as an in s tru m e n t f o r  knowing r e a l i t y ,  Fuentes 
has i n  th e  f i r s t  p a r t s  o f  th e  novel a ttem p ted  to  c r e a te  an im p en e trab le
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r e a l i t y  s im i la r  to  t h a t  o f  th e  bou rg eo is  n o v e l, and th e n  to  p u n c tu re  i t  
w ith  th e  fo rc e  o f  language in  th e  t h i r d  p a r t .
. . .  yo concibo l a  l i t e r a t u r a  como una e sp e c ie  de encuen tro  de r e s i s -  
te n c ia s  e n tre  e l  len g u a je  y  l a  r e a l id a d .  Por e l l o  p a r to ,  q u iz a s , con 
un p la n ,  p a r to  de p re s e n ta r  una r e a l id a d  c a s i  o to ta lm e n te  opaca, 
im p e n e tra b le , y de h ace r e l  ensayo de p e n e t r a r la  p a ra  H e g a r  a  lo  que 
q u ie ro  d e c i r ,  de no evadirm e de e sa  d i f i c u l t a d .  (" S itu a c io n  d e l 
e s c r i t o r , "  p . 1 2 ).
The r e a l  problem  i s  c a p tu r in g  r e a l i t y  in  lan g u ag e , b u t never p la c in g  
to o  much f a i t h  in  th e  a b i l i t y  to  do so . There i s  a  c o n tin u a l q u e s tio n in g  
o f  r e a l i t y .  In  o th e r  w ords, i t  i s  as Monegal s a y s , " . . .  p a ra  tra n sfo rm a r 
l a  r e a l id ^ d  l i n g ü i s t i c a  misma de l a  n a r ra c io n ."  (N arradores de e s ta  A m erica, 
Vol. I ,  p . 3 2 ). With language Fuentes b u i ld s  a  r e a l i t y  which i s  as heavy 
as th e  pyram ids o f  C h o lu la , and th e n  he c ru sh es  h is  c h a ra c te rs  and th e  
e n t i r e  novel w ith  i t s  w e ig h t. The b o u rg eo is  novel d e s tro y s  i t s e l f .  Fuentes 
l e t s  i t  weigh down h e a v ily  on them and t h e i r  v ery  e x is te n c e ,  and th en  th ey  
a re  s a c r i f i c e d  to  i t  in  th e  t h i r d  p a r t  when th e  pyram id s u f f e r s  a  la n d s l id e  
which c ru sh es  th e  c h a ra c te rs  w ith  i t s  w e ig h t. This c o n s t i tu te s  an adm irable 
u n ity  o f  form  and co n ten t which i s  th e  b a s is  o f  a r t ,  and i t  i s  th e  b a s is  fo r  
th e  v a l i d i t y  o f  C arlos F u e n te s ' method o f  s t r u c tu r in g  th e  n o v e l. This 
achievem ent has n o t been accla im ed  by th e  c r i t i c s ,  b u t i t  i s  th e  j u s t i f i ­
c a tio n  f o r  th e  e sp esu ra  o f  th e  f i r s t  p a r t s .  Fuentes had  to  c re a te  a  pyram id 
o f  language w ith  which to  match th e  monumental dim ensions o f  th e  C holula 
r u in s .  T h is i s  a  la y e re d  pyram id, w ith  one tem ple in s id e  th e  o th e r .  In  
th e  novel th e r e  a re  la y e r s  o f " p s e u d o - re a li ty "  which must be p e e le d -o f f  l ik e  
o ld  sk in : Cambio de p i e l .
V arious c r i t i c s  have commented on th e  s im i l a r i t y  o f  Cambio de p i e l  
to  a n c ie n t L a tin  s a t i r e s ,  because i t  i s  v e ry  f u l l  o f  d e t a i l .  Fuentes adm its
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t h a t  he d id  indeed  re re a d  a g re a t  d e a l o f  Ju v en a l and P e rs ic  as he was 
in v o lv ed  in  th e  w r i t in g  o f  t h i s  n o v e l, as w e ll as th e  p ro fo u n d ly  c r i t i c a l  
p ro se  o f  Quevedo. As Fuentes has always a ttem p ted  to  c r e a te  a  language 
more v i t a l  and r e b e l l io u s  th a n  th e  language o f  th e  Mexican m iddle c la s s ,  
he adm its t h a t  " . . .  es muy op o rtu n a  l a  r e f e r e n c ia  a  lo s  s a t i r i s t a s  
l a t i n o s ,  cuyo p ro p o s ito  e ra  d esag rad ar y neg ar l a  c o a r ta d a  s e n tim e n ta l a 
lo s  l e c t o r e s . "  (Mendoza, "C arlos F uentes h a b la  de Cambio de p i e l  y  de 
o tr a s  p i e l e s , "  p . 3 ) .
W hile t r a d i t i o n a l  au th o rs  w rote f i c t i o n  t h a t  p re te n d ed  to  r e f l e c t  
r e a l i t y ,  Fuentes has w r i t t e n  f i c t i o n  th a t  makes no p re te n s e  o f  r e f l e c t in g  
r e a l i t y ,  b u t r a th e r  o f  q u e s tio n in g  i t .  As he s a y s , " Cambio de p i e l  i s  
" . . .  una f ic c io n  r a d ic a l  . . .  l a  u n ic a  m anera de e n ten d e r e s ta  nove la  
es  s i  se  a ce p ta  su  f ic c io n a l id a d  a b so lu ta  . . .  Es una f ic c io n  to te i l .  " 
(" S itu a c io n  d e l e s c r i t o r , "  p . 1 0 ) .
In  Cambio de p i e l , C arlos Fuentes i s  a tte m p tin g  t o  show th e  
fa ls e n e s s  and c o rru p tio n  o f  t h a t  w hich i s  t r a d i t i o n a l l y  accep ted  as th e  
L a tin  American l i t e r a r y  lan g u ag e . This s t r u c tu r e d  language has le d  to  
a  c lo se d  c u l tu r e , r a th e r  th a n  one open to  change. "S ubitam ente nos damos 
cu en ta  de que e l  le n g u a je  . . .  se  c o n v ie r te  en l a  u n ic a  re s p u e s ta  p o s ib le  
a  l a  logom aquia d e l  p o d e r. Es l a  u n ic a  p o s ib i l id a d  de d a r le  a  l a  r e a l id a d  
o tro  s e n t i do , p u esto  que en n u e s tro s  d ia s  l a  r e a l id a d  es p a la b r a ."  (" S itu ­
a c io n  d e l  e s c r i t o r , "  p . 20 ).
G reat s ig n if ic a n c e  i s  g iv en  to  th e  sp e a k e rs ' words in  Cambio de 
p i e l : th e  speakers  them selves have an aw areness o f  lan g u ag e . Freddy
say s  o f  E l iz a b e th  and J a v ie r :  " . . .  so lta n d o  l a s  r ie n d a s  de la s  p a lab ra s
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que nunca, n i  t û  en l a  v id a  n i é l  en lo s  l i b r e s ,  se  h ab ian  a tre v id o  a 
d e c ir  . . .  " (p . :132). And E liz a b e th  lik e w is e  speaks to  J a v ie r :  "Solo
tu s  p a la b ra s  le p e ra s  en e sp a n o l, l a s  m ias soeces en in g le s ,  a  veces e l  
tru e q u e  de id io m as, s in  sab e r p o r que, p a ra  d e c i r  lo  mismo, . . .  " (p . 132).
The e c l e c t i c  and f r e e  use  o f  fo re ig n  idiom s i s  one o f  th e  exam- 
piles o f  E u e n te s ' l i n g u i s t i c  l ic e n c e  in  t h i s  book. The Spanish  n a r ra t io n  
unexpec ted ly  b r e ^ s  in to  L a t in ,  o r  I t a l i a n ,  German, F ren ch , o r E n g lish .
The words o f  E n g lish  speak ing  personages w i l l  f r e q u e n tly  be g iven  in  
S a ^ is h :
,.f f #10  s e  h inco  tam bién y  meneô e l  casco  y  d i jo :
Goddeamit, J u s t  a k id .
y  e l  o t r o , de p ie ,  c o rto  cartu ch o  y  d i jo :
We w ere j u s t  p r a c t i c i n ’ . I t  was j u s t  t a r g e t  p r a c t ic e  . . .  (p . 307).
f r e d ^  f r e q u e n t ly  ex p re sses  h im se lf  i n  F rench . F o re ig n  languages
g re  © p lo y e d  tP  f u r th e r  c re a te  th e  atm osphere o f  th e  moment and to  augment
th e  i jn iv e r s a l  fo cq s  o f  th e  work. Coarse Mexican s la n g  i s  v e ry  e f f e c t iv e ly
t o  g iv e  i t  re c o g n it io n  as a  v a l id  form o f  ex p re ss io n :
f é g a le ;  d a le ;  z m b a le ;  c h in g a le ; en l a  t o r r e ;  c a la b a z a ; po r e l  c u lo , 
p e r  e l  e h ie lo s o ;  po r e l  mande u s té ;  a l  quebracho; a l  n in fo  j o t a r â s ;  
e^@@pyps, güey; p a té a le  lo s  a g u ac a te s ; re b â n a lo ; p a rc h a lo ; êch a le  
m  ê& pirqeho; , , ,  (p . 115-116).
As Fy-§ntes e x p la in s ,  "A mi me ha  in te re s a d o  mucho u t i l i z e r  e l  le n g u a je
d e l  p r o le ta r ia d o  mexicano en Cambio de p i e l  porque t i e n e  una ca rg a  magica
g re a t iv a  y  r e e r e a t iv a  enorm e." (" S itu a c io n  d e l e s c r i t o r , "  p . I 8 ).
In  h is  a ttem p ts  to  r e v i t a l i z e  th e  C a s t i l ia n  language which has
h eea  imposed upon M exico, Fuentes i s  aware o f  th e  h i s t o r i c a l  im p lic a tio n s
©f t h i s  a tte m p t, L i te r a tu r e  can be a t o o l  o f  re v o lu t io n  and r a d ic a l  change ;
a  sew language and th e  p o s s i b i l i t y  o f  a new r e a l i t y  i s  th e  j u s t i f i c a t i o n
§ f  Gambie de p i e l .  I t  i s  th e  r a is o n  d 'ê t r e  o f  t h i s  work. Upon c o n s id e rin g
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th e  c r i t e r i a  o f  C arlos F u e n te s ' d e f in i t io n  o f  th e  new novel—th a t  i t  
he lan g u ag e , myth and s t r u c tu r e — i t  can he seen , th e n , t h a t  Camhio de 
p i e l  does e x i s t  la r g e ly  fo r  th e  r e s u s c i t a t io n  o f th e  L a tin  American 
lan g u ag e , and th e re b y , o f  th e  L a tin  American im a g in a tio n .
CONCLUSION
Camhio de p i e l  cannot he t i d i l y  f i l e d  away w ith  a d e f in i t iv e  
l a h e l .  The work i s  many th in g s ;  i t  i s  a  c r i t i c i s m  o f  th e  t r a d i t i o n a l  
b ou rgeo is  n o v e l; and i t  makes s e r io u s  comments on contem porary mytho­
lo g ie s  açd t r a d i t i o n a l  n o v e l i s t i c  s t r u c tu r e s  and lan g u ag e . In  th e  
la b o r  o f  c o n s tru c tin g  t h i s  n o v e l, C arlos Fuentes was t r u e  to  h is  l i t ­
e ra ry  id e a ls  s ta t e d  in  I ^  nueva n o v e la  h ispanoam ericana . The work i s  
an a n t i - n o v e l ,  a c r i t iq u e  o f  th e  t r a d i t i o n a l  b o u rg eo is  n o v e l. This i s  
th e  j u s t i f i c a t i o n  o f  th e  s t r u c tu r e ,  which cannot th e r e f o r e  fo llo w  t r a d i t i o n a l  
p a t t e r n s .
The work i s  indeed  am bitious in  sco p e , f o r  F uen tes has t r i e d  to  
p o r tr a y  th e  essence  -of 20 th  C entury s o c ie ty  in  a l l  i t s  c h a o tic  and 
c o n tro v e r s ia l  com plex ity . Through th e  use  o f  a p p a ren t f la s h b a c k s , th e  
fragm ented s p a t i a l  and tem poral dim ensions o f  th e  n o v e l a re  extended to  
v a s t  d im ensions, and th e n  reduced  ag a in  in to  th e  f i c t i o n  c re a te d  by th e  
caged im ag in a tio n  o f Freddy Lam bert.
W hile Cambio de p i e l  i s  a  so c ia lly -co m m itted  w ork, i t  a lso  has 
p o e tic  q u a l i t i e s .  Fuentes s t r iv e s  t o  evoke r a th e r  th a n  s t a t e ,  le av in g  
th e  re a d e r  to  c r e a te  h is  own r e a l i t y .  W hile he i s  k een ly  concerned w ith  
th e  e v o lu tio n  o f  l i t e r a t u r e  and i s  a th e o r e t ic ia n  on th e  alchemy o f  a r t  
i t s e l f ,  F uen tes i s  n o t a w r i te r  who can d iv o rce  h im s e lf  from th e  r e a l i t i e s  
o f  h is  tim e s . In  h is  works th e r e  i s  an u n d en iab le  e f f o r t  to  d e a l c r e a t iv e ly
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and a r t i s t i c a l l y  w ith  contem porary s o c ie ty .  T h is fu s io n  i s  o f  s ig n i f ic a n t  
v a lu e  and has made re c e n t  L a tin  American l i t e r a r y  achievem ents more re sp e c te d  
abroad th a n  th ey  were in  th e  p a s t .  Cambio de p i e l  ran k s  among th e  re c e n t  
works in  which t h i s  fu s io n  has been  s u c c e s s fu l ly  a ttem p ted . When compared 
w ith  th e  n a t i o n a l i s t i c  o r  ind igenous works o f  th e  p a s t ,  i t  i s  c le a r  t h a t  
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